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CHAPTER I 
INTRODUCTION 
Background of the Study 
The fundamental values of a society are reflected in its art, 
and accordingly, its art education. At the turn of the twentieth 
century the arts were viewed as disciplines whose value to 
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education lay in the development of small motor or perceptual skills. 
According to Efland (1995), art education was seen as a vehicle for 
developing a sensitvity to and appreciation of aesthetic form. The 
pedagogy of the time was based on the belief that art represents or 
reflects human visual perception of nature. The primary goals of art 
education were the honing of perceptual skills and development of 
competency in rendering. Therefore teaching was mimetic, based on 
copying from nature and the art of others. 
By the 1930's, art was considered a potent instrument for 
improving the life of the common person. As part of daily life, art 
had a very practical use in constructing a better society. This idea is 
grounded in pragmatic theory, "where art is an instrument to be 
judged by its effectiveness in solving the practical, aesthetic 
problems affecting the life of the viewer" (Efland, 1995, p.27). 
Involvement in art-making was character-building and good art 
portrayed good moral values. 
In the 1940's and 1950's, art education was seen as the 
province of individual, personal, psychological, and creative growth 
through unrestricted play with materials (Expressive 
/Psychoanalytic) (Efland, 1995). Creative self expression was the 
rationale for art-making and the art product was judged on its 
creativity and originality (Efland, 1995). Viktor Lowenfeld was the 
seminal theorist of the time and his book, Creative and Mental 
Growth (1987) presented the central premises and pedagogy for the 
age. 
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In the 1980's, art education was viewed as a way of promoting 
and sustaining cultural values, mostly dominant EuroAmerican 
cultural values, through the study of art history and the formal 
characteristics of artworks (Formalist) (Efland, 1995). Elliot Eisner 
became the spokesman for a theoretical approach and practical 
framework known as Discipline Based Art Education (DBAE). With 
DBAE, learning in the arts became an intellectual exercise 
reinforced by art-making. The methodology of this approach involved 
weaving into every lesson the study of the four disciplines of art: 
art history, aesthetics, criticism, and production. In DBAE, 
curriculum is developed by "experts". All learning is done in logical 
sequential order for the purpose of building cognitive skills and 
competency in art media and for developing an appreciation of "high" 
art. 
Another approach to arts education came to prominence in the 
1980's founded on the idea that artistic participation, learning, and 
expression are based on general cognitive growth and development 
(Cognitive) (Efland, 1995). Howard Gardner, a cognitive psycologist, 
advanced the idea that the arts represent specific symbol systems 
for thinking, expression, making meaning, and conveying ideas. In 
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this framework, the arts became a part of a multimodal strategy for 
learning and development of understanding in general education 
through the use of different "intelligences". Here, education in the 
arts is conceived of as training for fluency in specific artistic 
symbol systems while pedagogy is based on practice and 
experimentation in the arts with an eye on the development of 
critical problem solving skills and competency in artistic thinking 
processes. 
Today, mainstream arts education is an eclectic combination 
of the theories and methods stated above (Efland, 1995). Most 
curricula combine mimetic practices with expressive psychological 
theory while including some academic aspects of DBAE and cognitive 
theory. However, it is the re-entry into the art education dialogue 
of the social reality-based, life-centered notion of the arts, first 
seen in the 1930's, that to me, is the most important development in 
art education today. 
Progressive art making in the 1990's, and therefore 
contemporary art education, attempts to make meaning out of life 
experience through dealing more consciously with social and 
cultural issues (Neperud, 1995). As a result, the arts are again being 
addressed as a vital part of human existence (Neperud, 1995). Art is 
seen as a powerful tool for enhancing and transforming life (Gablik, 
1991 ). Art history and art appreciation are observed through an 
anthropologial lens (Stuhr, Petrovich-Mwaniki, & Wasson, 1992). 
Because of this, all kinds of art, folk, popular, and high art, are 
viewed as cultural expression and include a broader conversation 
about culture. This deeper conception of the possibilities and 
meaning of art study and making is a refreshing change and places 
the arts back in the center of human life. 
Research and theory espousing alternative approaches to art 
education are beginning to surface on the progressive end of 
mainstream art education literature and they are directly linked to 
progressive reform in general education. Artists and art educators 
are responding to the postmodern cultural, social, political, and 
economic environment and are developing curriculum and teaching 
methods that incorporate feminist, multicultural/inclusive, and 
reconstructivist theory and procedures (Stuhr, 1994). 
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This trend in art education resembles a movement in 
contemporary art known as "new genre public art" (lacy, 1995). This 
movement is rooted in the conviction that art is a social and 
communal practice whose power and meaning lie in its accessibility 
to audience, its scrutiny of social and cultural phenomena and its 
mission of positioning art at the center of public discourse and life. 
New genre public art is often experimental, eclectic, and open in 
form. It includes many kinds of expression from performance work 
such as guerilla theater, to traditional media such as murals, but 
often it stretches the definition of art to include practices such as 
publishing, gardening, recycling, and maintenance. Above all, new 
genre public art conveys messages which are often provocative, 
challenging, or moving in novel ways. 
Mary Poplin defines what I believe is the most promising and 
holistic approach in general education today as "Transformative 
Pedagogy" (Poplin, 1991 ). This pedagogy represents the convergence 
of the major values, ideas and methods of three progressive 
philosophies: the constructionist theories of Jean Piaget and Lev 
Vygotsky, the critical pedagogy theories and methods of Paulo 
Freire, and the feminist theories developed from the 1960's to the 
1980's by scholars such as Nel Noddings and Carol Gilligan. 
First, the constructivists changed the very definition of learning from the 
acquisition of new information to the active construction of new meanings. 
The critical pedagogists contribute attention to the socio-political aspects 
of schooling and call attention to the tremendous impact of the larger 
social structure of schools and classrooms. The feminist theorists have 
sought to rediscover and bring into the public academic discourse ideas 
generally relegated to the private world, e.g., the personal, the subjective, 
the aesthetic and the intuitive aspects of schooling (Poplin, 1991, p. 11 ). 
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The union of these theories in general education enlightens and 
humanizes schooling and opens up education to pedagogical practices 
such as learning academic subjects through art-making. It also can 
inform and shape practice in art education. My intention in this study 
was to root art practice on the theorical triad encompassed by 
transformative pedagogy and base it on the models of new genre 
public art. The study examined the experience engendered by this 
approach, exploring what is learned, what is produced, how and why 
it works. 
Theoretical Rationale 
While the theoretical rationale underpinning this project is 
transformative pedagogy as defined by Poplin, the study itself and 
methodology used are rooted in Critical Theory which underlies 
Participatory Research and Critical Pedagogy. Critical Theory 
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concerns itself with social and political relationships (Noddings, 
1995). It is firmly based on the concept that knowledge is 
inextricably linked to power. It is to whom power belongs and for 
what purpose this power is used that most profoundly distinguishes 
Critical Pedagogy and the form of Participatory Research it inspires 
from traditional research and pedagogy (Maguire, 1987). Critical 
Pedagogy and this form of Participatory Research are based on the 
educational theories of Paulo Freire (1970) and have as their goals 
developing critical consciousness, improving the lives of the 
participants, and transforming fundamental societal structures and 
relationships (Maguire, 1987). Kieffer (1981) refers to the goals of 
Critical Pedagogy and Participatory Research as "empowerment" and 
states that empowerment has three dimensions, 
a) development of a more positive and potent sense of self, b) construction 
of more critical comprehension of the web of social and political relations which 
comprise one's experienced environment, c) cultivation of resources and 
strategies, or functional competence, for efficacious attainment of personal and 
collective socio-political goals (Kieffer, 1981, p. 7) 
Both Critical Pedagogy and Participatory Research find their 
philosophical foundations in Existential Phenomenology (Park, 
1989), which stresses the fundamental relational unity of the 
"person-in-the-world". In the Critical approach to learning, the 
human experience is examined in historical, cultural, and social 
context. Knowledge is constructed from lived experience, not 
decontextualized, and it is applied to real life problems. 
The Critical Pedagogy/Participatory Research approach 
presents an alternative to the traditional objectivist paradigm of 
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epistemology so pervasive in scientific research and educational 
systems today (Maguire, 1987; Park, 1989). While not completely 
denying the efficacy of objectivist research in examining the natural 
world or in developing solutions to technical problems (Park, 1989), 
the critical framework presents an alternative paradigm which 
acknowledges and celebrates the subjectivity of the 
researcher/learner (Maguire, 1987), therefore denying the hegemony 
of detached objectivity. It also sees the complicity of objectivist 
research and traditional pedagogy in the maintenance of the status 
quo, where knowledge is constructed by experts, owned, used, and 
disseminated by the powerful to maintain control over the 
powerless (Maguire, 1987). Critical Pedagogy and Participatory 
Research attempt to dismantle the system of knowledge 
construction and dissemination that provides the scaffolding of an 
unjust society (Park, 1989; Maguire, 1987; Kieffer, 1981 ). 
Above all, this approach is concerned with what is possible 
rather than what is (Maguire, 1987). It traffics in hope and 
possibility. It utilizes hermeneutical (interpretational) 
epistemology based on human interaction and understanding but goes 
beyond it to encourage action for change (Park, 1989). 
The methods used in Critical Pedagogy and Participatory 
Research derive directly from Freire's methodologies. Subjects in 
Participatory Research or students in Critical Pedagogy are full 
partipants in the process. They are involved in all aspects of the 
learning experience. 
How do Critical Pedagogy and Participatory Research differ? 
Critical Pedagogy is primarily framed as learning and teaching 
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methodology for the educational setting. Participatory Research is 
fundamentally a framework for examining a problem, constructing 
knowledge, and developing actions for change. Their common ground 
is learning through dialogue and interaction, constructing knowledge 
from life as it is lived, reflecting on knowledge and interpreting it 
and developing action. Above all they promote shared ownership of 
knowledge and power; the teacher or researcher is the facilitator. 
The first phase of this study involved Critical Pedagogy, which 
served as a method for gathering and processing information for the 
second phase, the participatory research. 
The study is also based on the notion that art practice, both 
collaborative and individual, is a particularly effective and 
evocative way of exploring ideas, realities, issues, and concerns 
(Cahan & Kokur 1986; Stuhr, 1992). I take my cue from Freire's 
(1970) concept of "praxis" as a synthesis of action and reflection 
and define art practice as praxis, a process that involves the 
interplay of art-making and reflection. As such, art practice serves 
as a catalyst for discovering, distilling, clarifying, and shaping 
experience. It represents a dialogic process of weaving reality with 
imagination and dreams (Greene, 1995) and is therefore an engaging 
method for gathering, processing, and transforming knowledge. It is 
an action in itself which catalyzes further action. 
Making visual information part of the learning/research 
process finds precedence in Freire's methodology. Freire (1970) used 
visual signs, which he called codifications, to catalyze discussions 
for the development of critical consciousness. I used visual imagery 
as well, but the visuals employed came directly from the students. 
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Statement of the Problem 
The problems this study addresses are the purpose and the 
methodology of contemporary art education in middle school. The 
research explores art-making as a potent teaching/learning process 
when used in critical pedagogy and participatory research. The study 
seeks to inquire into the world of the young adolescent, identifying 
the needs, issues and problems specific to middle school age 
students. It does this through using personal and communal life as 
the subject of art-making and reflection. Specifically, the study 
looks at what students discover about themselves and each other and 
the strategies that facilitate that discovery. The study examines 
how art practice, through the use of the imagination, engenders self 
awareness, self esteem, personal voice and empowerment. 
The study also investigates the ways art-making can reveal, 
construct and illuminate information. In using art-making as a 
research tool, the study offers a model for participatory research 
that amplifies the subjectivity and interpretive qualities of this 
approach by portraying and conveying information in an art form. 
Purpose of the Study 
The purpose of this study is threefold. The first goal is to 
develop and deliver an art curriculum for middle school classrooms 
based on transformative education (Poplin, 1991) and new genre 
public art (Lacy, 1995). The study assesses the art projects from the 
point of view of the participants and the researcher and look at 
ways art-making can impact participant's lives. 
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The second intent of the study is to investigate art-making as 
a tool for research using art-making processes and dialogic 
retrospection in a fluid and integrated way. 
The third purpose is to explore the world of middle school 
students. 
Research Questions 
The research questions focus on the issues of concern to 
middle school students and the ways art practice can reveal and 
construct knowledge catalyzing action. 
1. How does art practice help young people to construct knowledge 
about themselves? 
2. What did the participants discover about themselves? 
3. How did they discover it through art-making? (What is the 
language they used? What form did the project take?) 
4. What strategies (methods, processes, interaction and 
environment) make an art project effective for participants? 
5. How does art practice transform the individual participants? 
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6. How can art practice help young adolescents to find their voice (a 
sense of themselves and their heritage and a sense of empowerment 
in approaching the future)? 
7. How can the participants make change in their environment and in 
themselves through future art practice? 
8. What are the problems with this form of art education and how 
can they be addressed and overcome? 
Significance of the Study 
The significance of this study lies in three areas: the 
need to update art education and put it in line with contemporary art 
practice, the necessity of reframing middle school art education to 
serve its constituency better and the use of art practice as a 
medium for research. 
Revision of art education according to contemporary trends in 
art is a central premise of the study. Art education has historically 
reflected the values of its time (Efland, 1995) but often it lags 
behind the art of its time. This is especially true today in 
mainstream art education which concerns itself primarily with 
formal concerns, skill building, and technical competence. The 
potential for engendering cultural and personal awareness and 
change through art practice is for the most part unexplored. Art 
education in schools is generally preoccupied with outdated notions 
of art, seeing it as aesthetically-oriented object-making whose 
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province is museums and galleries. There are existing models (Cahan 
& Kokur, 1996; Costello, 1995) of progressive art education in 
existence today, where students explore the personal, social, and 
\ cultural power of art, but they are primarily outside the schools in 
after-school or community projects. 
Art and art practice have changed considerably over the past 
decade. New genres in technology-based art and conceptual art have 
forever altered the study and practice of art. Especially relevant and 
inspiring, is the new socially-engaged movement in art called "new 
genre public art" (Lacy, 1995) which has transformed thinking in the 
artworld and redefined the role of the artist as cultural worker. New 
genre public art, with its focus on cultural and political issues and 
the social role of art, its formal eclecticism and openness to new 
forms of expression, and its emphasis on collaboration represents a 
paradigmatic shift in the world of art. Transformative education as 
defined by Poplin (1991) presents a similar shift in general 
education. The significance of this study lies in the convergence of 
transformative pedagogy with new genre public art. This study helps 
to bring art education up to date with these new paradigms in 
general education and in art. 
This study is equally significant in addressing the need for 
meaningful art programs for middle school age students. The special 
nature of this age group (1 0-13 years old) presents particular 
challenges for art education. It is at this age that people either 
continue to make art seriously and think of themselves as artists or 
quit permanently (Lowenfeld, 1984). In an informal way I have 
studied this phenomenon. Every semester I ask my adult students if 
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they make art, and if not, when did they stop. Without exception the 
cut-off point is early adolescence. This, I believe, is partially a 
result of major problems with art education as it has been and is 
still practiced. 
According to Lowenfeld (1984), early adolescence is a pivotal 
time in the development of the individual, so crucial Lowenfeld 
isolates it as one of two critical stages (along with pre-school age) 
in creative growth. It is also at this stage that individuals begin to 
think abstractly (Lowenfeld, 1984). 
Hansen and Hearn (1971) state that early adolescence is a 
time of awakening. In their study of adolescence, they point out that 
middle school students are like "newborns". According to Hansen and 
Hearn, the early adolescent, regardless of art experience, is 
suddenly capable of seeing the world around her from an entirely 
new point of view. 
According to Anglin (1993), "Middle school years are times of 
intense curiosity for pre-adolescents, who are interested in their 
past, present, and future possibilities." It is a time of transforming 
and forming identity. For many it may be a painful time of confusion 
and desire. 
Unfortunately most middle school arts curricula do not address 
the special nature of young adolescents and their particular needs 
(Hansen & Hearn, 1971 ). My experience confirms this. The examples 
have seen in the San Francisco Public Schools are based on shallow 
craft projects that give lip service to multiculturalism and add up 
primarily to be busy-work. In her study of middle school art 
curriculum in the midwest, Anglin (1993) found that media and 
1 4 
production, design elements, and design principles were the focus of 
the seventeen curricula she studied. Art appreciation, when included, 
did not include contextual, cultural inquiry but was based on formal 
analysis. From what I have observed in the San Francisco and Oakland 
public middle schools, this is typical of middle schools in the Bay 
Area. This kind of art education presents a problem which must be 
addressed, especially as it affects young people who are at such a 
crucial time in their development. 
As for the employment of art-making as a research tool, the 
research nature of the art projects is intregal and essential and was 
made clear to the participants from the beginning. Analysis of 
artworks has been an essential component of previous educational 
studies. A good example is lgoa's study of the psychology and lives 
of immigrant children (I goa, 1988). The study, a Doctoral 
dissertation at The University of San Francisco, was published in 
book form as The Inner World of the Immigrant Child (1995). In the 
lgoa study, the researcher used filmstrips created by the 
participants years before the dialogic retrospection as catalysts for 
later reflection on the student's present attitudes and ideas. The 
filmstrips functioned as visual representations of stories. The 
stories revealed the emotional and psychological responses of the 
children to their youthful experiences as immigrants. In this study, 
the artwork opened up a direct passage to childhood thoughts and 
feelings deeply felt, often subliminal and for the most part, not 
verbalized. Revisiting the artwork offered the teenage students the 
opportunity to relive and put into words experiences and feelings 
that still had resonance in their lives. Through this process, 
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students gained insight and understanding of their present lives 
while the researcher shed light on the psychological and emotional 
worlds of an increasingly prominent student population. 
This current investigation, although influenced by the lgoa 
study, is different in that the participants had prior knowledge of 
the research goal of the art-making and the analysis of the artworks 
was part of a fluid and evolving construction of knowledge through 
making and reflection. This consciousness of the purpose of the 
projects and the evolution from one project to the next make the 
study distinct. Also, the participants were presented with the notion 
of art-making as an occasion for learning. The participants were 
repeatedly asked "What are you learning?" or "What did you learn?'' 
Art practice is seen here as an effective and evocative way of 
constructing and harvesting knowledge that is subjective, intuitive 
and revealed spontaneously often without prior thought. 
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that art practice can take in shaping the emotional and intellectual 
lives of students in and beyond the classroom. 
The review concludes with a discussion of New Genre Public 
Art and it's correspondence to transformative education. 
Cultural Learning: Learning about Oneself and Others 
Most art educators today agree that cultural awareness is an 
important goal of art education (Fowler, 1996). It is on the purposes 
of cultural awareness that the debate arises. What is known as "the 
culture wars", the struggle over what American culture is and 
should be, is played out in schools, one of its crucial battlefields 
(Peterson, 1995). This battle is often seen as the conflict between 
multiculturalism and the hegemony of a "common culture" rooted in 
the Anglo or Euro-American tradition. 
In 1988 the National Endowment for the Arts reflected the 
conservative attitude of the Reagan years and published a position 
paper on arts education entitled Toward Civilization (1 988). This 
pamphlet stated that learning in the arts was important to a 
civilized society and suggested inclusion of art education in all 
schools. One purpose of art education, according to this publication, 
was to bring "civilization" to all children. 
Basic arts education must give students the essence of our 
civilization, the civilizations which have contributed to ours, and 
the more distant civilizations which enrich world civilizations as 
a whole (NEA,1988, p.1). 
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Many progressive art educators had problems with this 
publication because it reified the past and put great importance on 
the "civilizing" effects of cultural study. Implicit in the statement 
on the civilizing effects of art education is a notion of a common 
culture (although not explicitly stated), a Euro-American culture. As 
Henry Louis Gates (1992) states, 
Unfortunately, as history has taught us, an Anglo-American 
regional culture has too often masked itself as universal, passing 
itself off as our "common culture," and depicting different cultural 
traditions as "tribal" or "parochial" (Gates, 1992. p. 8). 
Another problem with the attitude toward cultural learning 
promoted by the publication implied in "giving the essence of 
civilization" presumably to passive students who receive it, was its 
inference toward the application of the "banking style"(Freire, 
1970) genre of education which seeks to "domesticate" students. 
The publication of Toward Civilization (1988) and the federal 
interest in arts education led to state governments adopting 
guidelines and curriculum frameworks for public school arts 
education which were highly influenced by Discipline Based Art 
Education. As discussed, this approach bases its content on four art 
discipline-related studies: art history, criticism, aesthetics and 
art-making (creative expression). Although all four components are 
to be treated equally, the discipline of art history is often given 
precedence in DBAE curriculum as it addresses DBAE's fundamental 
goal, awareness and appreciation of cultural heritage. 
To Eisner (1988), a prominent spokesman for Discipline Based 
Art Education in the eighties, learning about culture means learning 
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to appreciate and understand forms and ideas used by artists who 
are, for the most part, dead and/or highly regarded by Western 
cultural standards. Although Eisner and the National Endowment give 
lip service to cultures and artforms from outside the Western canon, 
practitioners and curriculum writers in the DBAE mold have given 
primary focus to Euro-American artists' aesthetic expression. This 
approach honors the "greats" as role models and reifies the 
monuments of Euro-American culture. Art education becomes 
primarily a study of art history and a vehicle for cultural 
indoctrination. 
Arts education must include the vocabularies and basic skills 
which produced the great works so that young people can build 
on those who came before (NEA, 1988, p.3). 
To be fair, it must be acknowledged that OBAE theorists and 
curriculum developers have responded over time to criticism of 
their Anglocentric orientation and have included more exemplars of 
art from European, Asian, African and Latin American cultures alike 
(Dobbs, 1992). DBAE, however, is still considered by many critics to 
be the "Great Books" version of art education with its focus on the 
pillars of culture, and its insistence on "quality". 
Although DBAE is a powerful force in art education today, it is 
not the only voice in the debate. Progressive art educators such as 
Patricia Stuhr, Amalia Mesa-Bains and others present an alternative 
to DBAE. Their focus on cultural study is multicultural and has two 
fundamental goals: 1) developing awareness and appreciation of 
oneself as a participant in culture, and 2) acquiring knowledge about 
a plurality of cultures and traditions for the purpose of 
understanding and appreciating the other. 
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A multicultural, inclusive orientation is crucial to these goals 
(Fine, 1995). A Eurocentric focus does not allow for affirmation of 
individual student's identities or give a true picture of the cultural 
orientations of many of our students and contemporary America in 
general. 
As Fine states, 
... multiculturalism at its core promotes a set of interrelated values: 
an increased understanding and affirmation of one's own cultural 
heritage; a recognition of cultural diversity, coupled with a valuation 
of diversity itself; a heightened interest in learning about other cultures 
as well as a genuine respect for cultures different from one's own (Fine, 
1995, p.123). 
Learning about one's own culture can lead to self 
understanding and a sense of belonging. Cultural appreciation and 
knowledge builds a sense of pride in who one is and a sense of 
cohesion with and caring for ones own cultural "family" (Fowler, 
1996). It also engenders tolerance and appreciation of difference as 
well as an awareness of commonalities and affinities. It is on one 
hand a process of individuation and on the other a process of 
socialization. 
Learning about the diverse cultures which co-mingle in 
American culture is essential for bringing about peace, justice and 
understanding and is crucial to understanding ourselves as 
individuals and as members of the whole. "We must know ourselves 
as both the many and the one" (Fowler, 1996 p.114). 
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It is also important to understand that contemporary culture 
varies from region to region in this country and in many highly 
populated areas where diverse populations live and interact, 
contemporary culture is a dynamic hybrid of a multitude of cultures 
(Mesa-Bains, Cahan & Kokur, 1996). These hybrids, these fusions and 
collisions of culture which create new forms, expressions, symbol 
systems and rituals are the cultural milieu in which many people 
live, especially young people. It is important to remember that 
schools are a vortex for intercultural interaction (Mesa-Bains, Cahan 
& Kokur, 1996). And this interaction makes today's youth culture a 
particularly dynamic, creative and often chaotic one. Mesa-Bains 
states, "Making a place for youth culture is a form of 
multiculturalism and should not be ignored in school life" (Mesa-
Bains, Cahan & Kokur, 1996, p. 33). 
I believe that in order for real, comprehensive understanding 
to be achieved, cultural studies must have both breadth and depth. 
This means examining diverse cultural expressions in the context of 
their origins, reflecting extensively on the meaning of the work in 
that context and relating it to one's own experience and sense of 
meaning. 
To truly comprehend what art is and how it conveys and shapes 
meaning, we must understand the nature of culture in general. 
According to Geertz (1973), culture denotes an historically 
transmitted pattern of meanings embodied in symbols, a system of 
inherited conceptions expressed in symbolic forms through which 
people communicate, perpetuate and develop their knowledge about 
and attitude toward life. Culture is conceived of as a woven net of 
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communication composed of symbolic languages. The symbolic 
languages are manifested in rituals, traditions, habits, verbal 
language and art. An artwork can be a rich depository of cultural 
meaning. Therefore, studying the art of a culture is a complex 
activity and can be an effective means of deciphering and coming to 
understand a culture, ones own or another's. 
It is important to note that culture also functions as a lens, a 
framework which determines the way people encounter and interpret 
the world. It is important to impress upon ourselves and our 
students that we view others and their work from our own cultural 
perspective. Comparing and contrasting artforms from different 
cultures can bring specific orientations, attitudes and values of a 
culture into high relief and engender insight into ourselves and 
others. 
Stuhr and Wasson (1992), in setting out guidelines for 
multicultural arts education, put a great deal of significance in 
presenting the arts anthropologically, in their historical and 
cultural context, as cultural communication and expression. 
We advocate a socio-anthropological basis for studying the 
aesthetic production and experience of cultures, which means 
focusing on knowledge of the makers of art, as well as the sociocultural 
context in which art is produced (Stuhr, Petrovich-Miwanki, Wasson, 
1992, p. 16). 
This is a radically different approach than the one taken by 
Discipline Based Arts Education. Eisner and Dobbs (1991) write that 
DBAE brings depth and intellectual rigor to art lessons, but in most 
DBAE curriculum such the Discover Art Series (Chapman, 1984) and 
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SWRL Elementary Art Program (Greer, 1982), learning about art is 
focused on formal analysis, mastery of traditional techniques and 
the imitation of formal characteristics of masterpieces of Western 
art. Knowledge of artforms from outside the Western canon is 
confined to aesthetics and simplistic interpretation of symbolism. 
Placing the arts in their original context is rare. Pointing out social 
and historical factors such as the colonization of other cultures by 
the West and its attendant effect of annihilation, appropriation, 
commodifacation and exploitation of these cultures is rarely done. 
These problems and omissions are, for the most part, true of 
other conventional art education texts which are not formally 
considered DBAE such as Emphasis Art (Wachowiak & Clemens, 1997) 
and Arttalk (Ragans, 1988). 
In the anthropological model presented by Stuhr, Petrovich-
Miwanki and Wasson (1992), culture is examined in its entirety, not 
as in art history, where art is removed from its original context, and 
regarded for its formal qualities. When one looks at art 
anthropologically, one can find the commonalities in human life 
underlying diverse forms of art. Symbols, forms and materials which 
may seem esoteric and cryptic upon first viewing are decoded and 
viewed as visual "language" for communicating often universal 
human interests and needs. One can also come to see and understand 
the complexity and diversity of artistic expressions and appreciate 
the specificity of many cultural orientations as well. 
This holds many implications for coming to know oneself and 
others. Gadamer (1973) writes about encountering "the other" and 
being "caught up short" or not being able to comprehend the other's 
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point of view. The goal to Gadamer is to come to a "fusion of 
horizons" where, through dialogue with and openness to the other, 
understanding of the other comes about. This understanding is, in 
Gadamer's opinion, coupled with the knowledge of oneself that one 
acquires in the interchange. 
I believe that cultural study should have as its central goal not 
scholarship for its own sake but the fusion of horizons, a coming to 
a reflective and deep understanding of others and oneself. 
Coming to understanding involves imagination. Imagination, 
which is commonly associated with the arts, is key to developing 
empathy. Maxine Greene (1995) states, 
. .it is the imaginative capacity that allows us to experience empathy 
with different points of view, even with interests apparently at odds 
with ours. Imagination may be a new way of decentering ourselves, of 
breaking out of the confinements of privatism and self-regard into a space 
where we can come face to face with others. (Greene, 1995 p.31) 
Here studying another's art becomes an exercise in imaginative 
empathy. 
Agency. Making Culture and Change 
Inherent in Geertz's (1973) definition of culture mentioned 
above is the proposition that all people communicate and participate 
in culture. I believe it is important to adhere to Geertz's 
interpretation of culture, placing the arts in the context of cultural 
communication and acknowledging that everyone contributes to a 
cultural heritage, not just artists. Children, particularly, need to see 
25 
the arts as vitally integrated into life, as expression of real life 
concerns and common human values. This notion contrasts with a 
more traditional view of the arts which conceives of the arts as_ 
separate from everyday life, representing only transcendent values 
and embodying and manifesting the highest ideal of truth and beauty. 
This idea has been perpetuated by academics and art historians 
throughout Western history. Putting art on such a lofty pedestal 
inhibits a person's sense of access and ability. It downgrades 
popular culture and popular artforms and implies that only special 
people are artists. It robs the great majority of us of the joy and 
responsibility of being artists ourselves who contribute to the 
formation of culture. 
In making his case for inclusion of cultural literacy as an 
important component of arts education, Eisner (1979) sides with the 
traditional approach to cultural production and casts 
connoisseurship, knowing what is good and what is not, as a primary 
goal of education. This infers that some culture is better than others 
because it has been validated by experts and has passed the test of 
time. 
Adding practicality to good taste, this attitude is echoed in 
Toward Civilization and given a capitalist twist, "Arts education 
can help make discriminating consumers. Understanding the art of 
design, for example, can lead to better industrial products"(NEA, 
1988, p. 6). 
Considering people as "consumers" of culture makes culture a 
commodity and further distorts the true nature of it. When we 
merely consume something we do not participate in its making. 
Culture is not a product that is consumed, it is actively made and 
lived by those who participate in it. 
Although produced in differing circumstances and regimes 
of legitimization, the generalized substance of what we call 
culture is something that all of us fashion in the course of 
our daily lives as we communicate, consume and build the world 
around us. We make it as it makes us (Trend, 1992, p. 9}. 
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Lastly, connoisseurship perpetuates values that are historical 
and set. History and traditional values are always present in forming 
a living culture but it is the dynamic, evolving quality of culture 
that gives it life. Most importantly, it is the participants in culture 
who give it its momentum and energy. The problem with traditional 
art education approaches such as DBAE, according to Donald Arnstein 
(1990), is that they are oppressive and elitist. They devalue the 
living cutture(s) of the present and future, which find their 
expression in popular art forms as well as "high" art, and the people 
who make them while focusing on the values of the past and the 
powerful (Arnstein, 1990}. 
Understanding culture as a living and evolving entity that is 
created from one generation to another is an essential part of 
progressive art education where change and growth are regarded as 
the core of the cultural experience. I believe that youth, especially, 
need to know that traditions and history are a platform on which to 
build a new world. They need to know that they can learn from the 
past and they can actively participate in changing things. British 
educator, Len Masterman states, 
De-mystifying the world, seeing it not as a given to be accepted 
but as something to be critically worked on, to be shaped and changed 
by human agency, is a necessary precondition for a liberating 
educational praxis (Cahan & Kokur, 1996, p.8). 
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Making art is making a cultural statement whose power lies in 
its ability to transcend and transform reality. bell hooks in Art on 
My Mind makes a strong case for the power of art in bringing about a 
sense of empowerment and transformation. "Art constitutes one of 
the rare locations where acts of transcendence can take place and 
have a wide-ranging transformative impact"(hooks, 1995, p.8}. 
Imagination and hope are essential to envisioning and making 
change. Greene (1995} extols the power of the imagination in 
inspiring hope and vision for individual and communal change. Using 
the imagination, for Greene, is essential in propelling us beyond the 
given, the mundane, the habitual. When we break out of these, we 
acquire vision, power and agency to make change. "To call for the 
imaginative capacity is to work for the ability to look at things as if 
they were otherwise" (Greene, 1995, p. 19}. 
Greene makes an eloquent case for the arts as catalysts and 
mediums for the imagination. "The arts, in particular, can release 
imagination to open new perspectives, to identify alternatives" 
(Greene, 1995, p.18}. It follows that if an individual can imagine and 
create something new, although it may be just an object, a dance, or 
a poem, that sense of empowerment could be transferred and 
broadened into a positive, proactive approach to all of life. 
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Social Criticism 
The arts represent powerful ways of communicating ideas. The 
purview of the arts has always gone beyond aesthetic concerns. 
Western artists have practiced the fine, often caustic and irreverent 
art of social criticism since Hogarth turned his focus on life in 
London in the 1850's but it was not until this century that the arts 
were more broadly politicized (Hughes, 1991 ). Picasso's Guernica, 
and the collages of John Heartfield serve as good examples. Wars and 
social upheaval inspire outrage, often expressed through the arts. 
World War I (Hughes, 1991) and the Vietnam war (Lippard, 1990), for 
example, spawned major movements of social and political art. 
Today the war in America is against injustice, ignorance and apathy. 
The activist artist in today's society is often a double agent; 
she is deeply engaged in the public life of the community while 
standing on the margins observing and commenting. She knows how 
powerful and subversive art can be when applied to social 
commentary and criticism and she makes good use it. 
Greene, in her essay Teacher as Stranger (1973), speaks of the 
artist as the outsider, the person on the margins who stands outside 
the scene and sees it with clarity from that vantage point. This idea 
which emerged from modernism and existentialism still has meaning 
for us today. Although artists are attempting to move into the center 
of life and culture, they are often still marginalized. Therefore, 
their vision of culture and society may be especially acute. 
Contemporary artists, especially, have made social issues and 
commentary a focus of their work. Elizabeth Sisco, a young artist in 
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New York who displays her graphic commentary on buses, echoes the 
sentiments and interests of many of her generation of artists, 
My work deals primarily with social themes: racism, xenophobia 
and the ongoing struggle in our society for social and economic 
justice. I strive to create art that encourages the viewer to 
examine relationships and perceptions about the inequities that 
exist in U.S. societies (Cahan & Kokur, p. 154). 
There are also many other artists who make confrontational 
work that is in the public realm and very visible. Gran Fury (Cahan & 
Kokur, 1996) is just one example. Gran Fury is a cadre of artists who 
make posters and billboards which carry images that force the 
public to reassess conventional values and assumptions. Common 
hypocritical attitudes about AIDS are their primary target. 
For children, social commentary through art presents an 
opportunity for channeling frustration and giving the child voice. 
Often these expressions are subconscious, spontaneous and part of 
the culture of childhood. 
Sherman and Weisskopf (1995) published a collection of 
rhymes and songs which children have been singing and improvising 
on for the past fifty years. These rhymes represent an expressive 
outlet for children and a form of social criticism. Through them they 
express their views on many topics from politics, to commercial 
advertising, to sex and death. Perhaps the greatest issue children 
deal with is their Jack of authority over their own lives. A very 
familiar rhyme expresses the desire for revenge against authority 
figures. 
I hate Bosco, it isn't good for me 
My mother puts it in my milk and tries to poison me 
But I fooled Mommy, I put it in her tea 
And now I have no Mommy, to try and poison me (Sherman & 
Weisskopf, 1995, p.SO). 
As Sherman and Weisskopf state, 
The world can be a frightening, confusing place for children. 
Hemmed in by all its rules, whether natural laws or those laid 
down by adults, bombarded on all sides by entertainment and 
advertisements, scared and fascinated by such specters as death, 
natural disasters and crime, they strike back against the chaos in 
they only way they can: through folklore (Sherman & Weisskopf, 
1995, p.11). 
These subversive folkloric expressions, are voiced on 
playgrounds, on school buses and other places outside of 
environments set up and controlled by adults. I believe it is 
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important for teachers and parents to acknowledge these fears and 
impulses and view their expression as a form of art. Adults need to 
allow and encourage children to express themselves freely in more 
institutional settings and the art class is a perfect place. Making art 
about core issues or traditionally forbidden subjects will help to 
validate a child's feelings and open an avenue of communication 
between children and adults. 
Art as social criticism is an essential part of art-making for 
adolescents, especially. It is at this age when students are 
particularly and consciously sensitive to their environment and it is 
at this age when subversive rhymes of childhood are no longer an 
adequate outlet for fear and frustration. 
Lowenfeld (1984) found that the arts provide a productive, 
creative outlet for frustration. 
It is interesting and rather surprising to note that youngsters 
who have run into problems with the law and been put into 
institutions under the label "delinquents" have apparently 
not been able to express themselves creatively (Lowenfeld, 1984, 
p. 233). 
and he adds, 
Apparently having the opportunity to express oneself in creative 
fashion provides some means of reacting to the social environment 
in ways that are acceptable to that society (Lowenfeld, 1984, p.233). 
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Lowenfeld (1984) also observed the development of critical 
faculties and acute social vision in adolescents and urged teachers 
to allow for and encourage social commentary in student projects. 
Today the opportunity for students to comment freely on social 
conditions is crucial. Students need to channel their opinions 
through creative outlets such as the arts. The arts are especially 
suited for this because they represent direct, undiluted, potent ways 
of communicating powerful ideas and opinions. 
As Jane Alexander, Chairman of the National Endowment for 
the Arts from 1993 to 1997, states, "Children who pick up a 
paintbrush or a pen, a clarinet or a fistful of clay are less likely to 
pick up a needle or a gun. They have better things to do" 
(Costello, 1995, p.7). 
Social consciousness and criticism are steps toward making 
change. As Mesa-Bains comments, "I believe that art can bring 
insight to the social world around us and at times can even heal the 
spirit"(Cahan & Kokur, 1996, p.139). Internationally known African-
American artist, Faith Ringgold states, 
Today I feel that speaking up for ideas can improve the lives of 
people and is a way to make change. Speaking up for social change is 
vital, necessary, important, and should be done. I have dedicated my 
career as an artist to doing that (Cahan & Kocur, 1996, p. 146). 
32 
Inherent in the power of art to communicate is the notion that 
people are paying attention. Potential listeners are either the 
perpetrators of the conditions commented on and or those who would 
come together to change those conditions. For art to be powerful 
criticism and a catalyst for consciousness in the service of change, 
it must be very visible, insightful, confrontational and public. In 
turn, the artist must be patient, visually articulate, and deeply 
committed to the cause. 
It is important to note that government policy makers and 
academics who view arts education as a way of reviving and 
perpetuating lost "high" Western culture neglect or choose to ignore 
the essentially subversive capacity of art. They may even be afraid 
of it. A new generation of art educators is needed who takes their 
cues from contemporary activist art and works to amplify the role 
art plays in catalyzing critical thinking and expression, especially 
when it relates to social inequities and oppression. 
Moral Education. Dialogue and Collaboration 
"Teaching is a moral calling, a craft, and an intellectual 
occupation. It is often values that bring one to education in the first 
place" (Kohl, 1995, p.xii). 
In Habits of Mind, Fine (1995) outlines and gives a history of 
the various conflicting factions and their ideological perspectives 
33 
that are warring over moral education today. To Fine, the battle 
lines have been drawn since the early twentieth century between 
three groups, the conservatives, the moderate-conservatives and 
progressives. What moral education is, who teaches it, what values 
they teach and how they are taught, are a volatile issues in 
education today. 
How moral values are instilled in the young is the subject of 
much debate. To conservatives, moral teachings are set by tradition 
or religion, are based on some higher truth and are not to be 
questioned. "The educational conservative views the central goal of 
education as being the preservation and transmission of established 
social patterns and traditions" (O'Neill, 1983, p.11 ). 
The arts enter this debate for their message and purpose can 
be interpreted and used in ways that advance political agendas. The 
arts can embody set traditions and serve as inspiration for 
acceptable civilized behavior or they can present an occasion for 
examining and challenging the status quo. 
William Bennett, a spokesman for a conservative agenda in 
education, in his article, Why the Arts are Essential ( 1988), 
focuses on the importance of studying Western art history because 
"great works" of art give clues to life in the past and most 
importantly, tell stories of moral courage. To Bennett, learning 
about art is justified as moral training and acquisition of 
traditional Western values. 
Great works of art form an incomparable record of our past 
the evolution of our society. The ancient cave paintings of France and 
Spain give us a glimpse of the Paleolithic world. The Cathedrals 
of Notre Dame and Canterbury represent for us the mind of Medieval 
man. Emanuel Leutze's Washington Crossing the Delaware shows 
us the determination that caused and won the American revolution. 
These things are a reflection, or a manifestation, of the history of our 
civilization and its achievements (Bennett, 1988, p.4). 
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Bennett expresses the conservative attitude toward art when 
he states, 
But we can say that frequently great works of art implicitly communicate 
the beliefs we share and the character traits we value. Like great 
literature and great lessons from history, we should not hesitate to hold 
up works of art as examples (Bennett, 1988, p.4). 
Fine refers to Bloom (1987) and Hirsch (1987) as moderate-
conservatives who believe strongly in the retention of traditional 
Western values. As they see it, public education, because of its 
progressive, secular humanistic bent, has failed to educate our youth 
in proper morals . 
. . . both Bloom and Hirsch lament what they see as the decline of traditional 
standards in education: traditional assumptions about what is worthwhile 
and necessary to know, traditional cultural referents, and traditional 
Western values they claim are (or should be) sacred to all (Fine, 1995, 
p.126). 
Progressive, multicultural education in its attempts to include 
alternative value systems, presents to these conservative thinkers a 
direct route to moral relativism. Students learn to question moral 
certitudes. They think about, discuss and debate moral issues and 
come to their own conclusions about what is right and wrong. They 
are presented with alternative points of view. John Dewey pioneered 
this approach early in this century and he was followed by Lawrence 
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Kohlberg among others. Regarding reforms suggested by Kohlberg and 
his colleagues, Fine writes, 
Chief among them was their advocacy of purposeful moral dialogue 
within the classroom, involving students' discussion of hypothetical 
or real-life moral dilemmas that posed compelling alternatives 
based on conflicting moral claims (Fine, 1995, p. 119). 
Art education presents a natural venue for dialogue about 
moral values and choices. Encouraging and challenging students to be 
critical thinkers who can deal with ambiguity and nuance is a 
natural province of the arts (Leshnoff, 1995). Even more 
conventional art education theorists such as Eisner and other 
supporters of DBAE advocate art-making in the service of nurturing 
critical faculties. According to Eisner (1988}, the making of art 
involves an abundance of critical thinking and judgment-making. He 
places the honing of critical thinking skills at the top of his list of 
benefits in a comprehensive art education program. DBAE also 
specifically includes art criticism and aesthetic valuing as two of 
its four content components. It is in the act of critically looking at 
art, making judgments about it and considering philosophical issues 
manifested in art that Eisner finds even more opportunities for 
intellectual exercise and development. Dobbs (1991) writes in his 
handbook for DBAE, 
Art teaches students to make choices based on critical assessment, not 
simply personal and subjective preference. It provides many models 
that can help students to learn to make reasoned choices and become 
discriminating consumers of the plethora of ideas and values that 
circulate in our culture. Art education nourishes the idea that life's 
important problems have more than one answer and that a variety 
of solutions may be created in response to any given problem (Dobbs, 
1992, p.11). 
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In many ways DBAE is on the right track, but in my opinion, the 
track doesn't go far enough or in the right direction. Art in the DBAE 
classroom does not deal with contentious real-world issues. It 
regards art separate from context and message and revolves around 
issues of quality, form, symbolism and expression. This kind of 
discussion is superficial and has very little relevance to our 
students who are grappling with the real issues of life. It does not 
offer the opportunity for students to grapple with moral dilemmas 
and make decisions about values beyond aesthetics. Although this 
approach challenges the student to think, it's purpose is intellectual 
development and has little to do with ethical or social growth. 
In advocating a progressive approach, Cahan and Kokur (1996) 
make a case for making art that explores critical issues and real 
life experiences of students. 
"We advocate an approach which stresses the vital connections 
between student's lives inside and outside of school within a frame-
work of social and historical analysis" (Cahan & Kokur, 1996, p. xxiii). 
In this approach, critical reflection on art works deals not 
with formal analysis but with the messages imbedded in the work. 
To be effective the art work must be thought provoking and speak to 
contemporary issues. Elyse Rivin, a high school teacher in New York 
City advocates using contemporary art as a catalyst for discussion, 
Through contemporary art I could create important linkages for 
my students, between social issues, visual expression and their 
everyday lives, and between the two cultural identities they are 
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learning to integrate (Cahan & Kokur, 1996, p. 26). 
When art is not "safe" it challenges us to think. Just as Freire 
(1970) used the visual image to catalyze critical thinking and bring 
his constituents to critical consciousness, images in art can be 
catalytic. Moral education based on thinking, reasoning and valuing is 
well served by using art in this way. 
Fine (1995) also makes reference to the importance of care 
and attachment in moral education. According to Fine, psychologist 
Carol Gilligan, made an important contribution to the understanding 
of moral education when she criticized Kohlberg for his masculine 
bias in identifying equality and justice (generally favored by males) 
as components of moral education, leaving out care and attachment, 
two traditionally feminine values. Nel Noddings (Stone, 1 994; Kohli, 
1995 ) echoes this opinion in her essays on the ethics of caring. She 
makes a strong case for a moral education based on modeling care. 
Moral education, from the perspective of an ethic of caring, 
involves modeling dialogue, practice and confirmation .... the 
teacher models not only admirable patterns of intellectual 
activity but also desirable ways of interacting with people. 
Such teachers treat students with respect and consideration 
and encourage them to treat each other in a similar fashion. 
They use teaching moments as caring occasions (Stone, 1994, 
p.177). 
The art classroom presents the ideal place for establishing 
caring occasions, especially as expression in the arts is often 
personal and subjective, and giving constructive criticism is a 
delicate endeavor which requires sensitivity. Working with young 
people to develop their own voices is an act of caring, involving 
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empathy and understanding. The teacher must see herself in the role 
of nurturer. "A carer must attend to or be engrossed in the cared-
for, and the cared-for must receive the carer's efforts at caring 
This reception, too, is a form of attention" (Kohli, 1995, p. 140). 
Collaboration in art-making is a form of cooperative learning 
and presents an especially good opportunity for modeling and 
practicing caring interaction. 
Current curriculum recommendations put a great emphasis on 
cooperative learning and cooperative learning can be used to 
promote competence in caring (Noddings, 1995 p. 192). 
"Dialogue is the most fundamental component of the care model." 
(Kohli, 1995, p.140) and collaboration in an art project demands 
meaningful dialogue. It is a natural setting for creating a sense of 
community, for building skills in sharing and for developing a sense 
of responsibility toward others. It is a place for decentering the 
individual. Hurwitz (1993) writes of the social benefits of 
collaborative work in the classroom. On his list of criteria for and 
characteristics of group work he includes, 
1. A respect for the other's point of view and a willingness 
to support it against opposition is critical to the process 
2. The environment must be conducive to an atmosphere of 
trust and reflection. 
3. More connections are made through shared experiences. 
4. A predisposition toward collaboration is the willingness to 
allow others to work "themselves" on you (Hurwitz, 1993, p.4). 
Socially engaged contemporary artists who work with others 
are exemplary role models for collaboration. In this postmodern age 
when the notion of the artist as isolated, ego-driven genius is being 
questioned, collaboration among artists and between artists and 
others is becoming a popular way of making art. 
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In The Reenchantment of Art, Suzi Gablik (1991) presents 
examples of artists who work in communities making collaborative 
art, art that offers opportunities for community building. Two 
artists she presents are John Malpede, who works with homeless 
people in Los Angeles performing psycho-drama, and Krzystof 
Wodiczko who, among other things, designs vehicles with and for the 
homeless in New York. The intimate tie between art and caring is 
expressed by John Malpede, 
What the homeless need is caring. They need situations that would 
allow them to participate in life, to contribute and feel as though 
they are part of something (Gablik, 1991 p. 1 03). 
As Malpede implies, participation is key. Collaborative 
projects, especially art projects, are effective ways to allow 
participants to feel a sense of belonging to a group, to work toward 
a common goal and explore common needs and interests. 
From within a partnership-based paradigm, which views selfhood 
as intrinsically relational, artists like Malpede and Wodiczko can 
more easily see themselves as active agents, choosing and implementing 
projects that give people an experience of community. What emerges 
from the model of partnership is a vision freed from the prison cell 
of the separate individual ego; and in this case, a vision of art that is 
much more sensitive to its place in the whole. (Gablik, 1991, p.1 09) 
Gablik (1991) writes of the absolute necessity for today's 
artists to become socially and morally engaged. In this age of social 
and ecological crisis, because art is inherently so powerful, artists 
must respond to the moral imperative and use their skills, talents 
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and ideas in the service of humankind. Gablik calls this form of art 
"art as compassionate action." 
Constructivism and Learning 
The third part of the triad in transformative pedagogy stems 
from the cognitive theories of Jean Piaget. In this framework, 
knowledge is actively constructed by learners; it is not the result of 
passive reception (Poplin, 1987; Noddings, 1995). As for the 
pedagogical implications of constructivism, methods and content are 
activity-based. 
Constructivist teachers de-emphasize lecturing and telling and 
encourage instead the active engagement of students in establishing 
and pursuing their own learning objectives (Noddings, 1995, p.116). 
The consructivist conception of learning is at the heart of the 
argument for art practice in the curriculum (Simpson, 1996) as art 
projects represent opportunities for students to actively explore 
and construct knowledge themselves through interaction with 
materials. Gardner's (1983) theory of multiple intelligences comes 
into play here. 
With the publication of Howard Gardner's (1983) and Robert 
Steinberg's (1985) work regarding multiple intelligences and 
connections in the mind, research exists to support the fact that 
children learn in many different ways. they can be taught to hear, 
to see, to experience information simultaneously through 
doing (Simpson, 1996, p.55). 
An important tenet of constructivism is that knowledge is 
built on prior experience. 
Constructivism emphasizes the experience of the learner as 
integral to the making of meaning and problem-solving. The 
social, emotional and cognitive experiences a child brings 
to the classroom are considered part of the learning process 
(Simpson, 1996, p.53). 
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Therefore student centered learning experiences, learning 
based on a child's prior experience, are important in constructivist 
education as a starting point for knowledge construction. Knowledge 
is built by making linkages between prior knowledge and new 
information. According to Simpson, "Art rooms are full of 
opportunities to implement these linkages"(Simpson, 1996, p. 54). 
This is especially true when the ideas and subjects explored in art-
making comes from the child's own experience. 
Some constructivists stress the social basis of learning. 
Noddings writes, 
Many educators sympathetic to constructivism have criticized 
Piaget's work for concentrating too heavily on the individual child's 
interactions with objects. These educators point out that most of us 
learn more from one another than from the direct manipulation of 
objects. Critics of Piaget who feel that he neglected the social aspects of 
learning often draw heavily on Vygotsky, and many contemporary 
constructivists refer to this Vygotskian adaption as "social 
constructivism" (Noddings, 1995, p.140). 
The social construction of knowledge calls for cooperative 
learning situations and teacher intervention or guidance in the 
learning process. A great model of this kind of pedagogy in general 
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education is the Reggio Emilia preschool model (Edwards, et 
al., 1993). In Reggio Emilia, learning is made collaboratively through 
group explorations and problem-solving that often takes the form of 
extended art projects. Knowledge is constructed through 
observation, interpretation and expression mediated through a 
variety of symbol systems taken from the arts: sound, line, color, 
shape, and movement. Constructivist theory as it is manifested in 
the Reggio approach, presents a powerful example of art-making as 
an effective medium for constructivist learning. 
Subjective Learning 
Subjective knowledge based in personal experience and 
emotional, intuitive response and processing is an essential 
component of human epistemology and experience. It is for the most 
part neglected or discredited in conventional education. Lynda Stone 
(1994) writes about subjective learning and contrasts it to 
objective learning. 
Education is subjective when it is founded on sense perception 
and direct claims of learning .... The opposite of subjective education 
is education for objectivity. Out of it comes meaningful, intellectual 
understanding (Stone, 1994, p.222). 
According to Stone, objectivity has been associated with the 
masculine, the rational, universal laws, goodness and rightness 
while the subjective has been seen as feminine, relational, temporal 
and inclined toward specificity that adheres to no universal laws. 
As Stone sees it, polarizing the two is a masculine misconception. 
"The most powerful totem is the epistemological dichotomy, the 
subject-object split just described" (Stone, 1994, p. 224). 
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This polarization is manifested in the logical-positivist model 
where knowledge is true only if the subjective is ruled out. This 
model constructs incomplete and unbalanced knowledge because it 
denies an essential way of knowing, that which comes from 
individual interpretation. Stone believes that the ojectivist model in 
devaluing the subjective (associated with the female) denigrates 
women's experience. She calls for an epistemology that goes beyond 
the subject-object split, that validates women's experience and 
argues for a pedagogy that is built on a connective construction of 
knowledge, one that involves both subjective and objective ways of 
knowing. She sees this as a feminist pedagogy because it is 
essentially relational. 
Some of us may disagree with Stone on her feminist 
interpretation and argue that the objectivist model is not gender-
based. Whether Stone's focus on the masculine basis of the logical-
positivist position is correct or not, her premise on the validity of 
subjective ways of knowing is, I believe, important and illuminates 
the multifaceted nature of knowledge construction. 
Based on personal, subjective interpretation, art-making and 
responding to art constitute subjective ways of processing 
information and coming to know the world. The province of the arts 
includes the non-rational, the intuitive, and the emotional, what 
Stone would call the feminine. Stone's vision of a transformative 
pedagogy that balances the subjective and objective would, I 
believe, place the arts in the curriculum as an essential part of it. 
Creativity and Personal Expression 
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As creativity is considered a much-valued capacity in Euro-
American culture and as it is commonly linked with the arts, I think 
it is especially important to discuss creativity and what it means in 
transformative arts education. 
What is creativity? According to Amabile (Brockman, 1993, 
p.9), creativity is generally regarded as having two elements: 
novelty and appropriateness. The stress on novelty denotes 
difference and creativity is seen to set the individual apart, but the 
attribute of appropriateness places creativity within the scope of 
common societal needs and values. Therefore, the creative act is 
seen as an individual act that is ultimately of value to all. 
Creativity in EuroAmerican culture is generally seen as an 
attribute of the individual alone. Gablik (1991) links this focus on 
the individual to modernism and the romance of genius. 
Where is the individual in our contemporary, postmodern 
paradigm? According to Gablik (1991) and Neperud (1995), the 
individual has been "decentered", placed in a network of social 
relationships and rooted in culture. No longer is the individual seen 
working alone on a unique vision that springs miraculously from his 
distinct and disconnected mind. Neperud quotes Linda Hutcheon, 
.. we are always dealing with systems of meaning operating within 
certain codes and conventions that are socially produced and 
historically conditioned. This is the postmodern focus that has 
replaced the modernist/romantic one of individual expression 
(Neperud, 1995 p.5). 
Dissanayaki (1995) conceives of art as "making special", 
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and defines it as a necessity of life for all people. Dissanayaki 
states, "My theory recognizes that art, the desire to make something 
special, is a biologically endowed need" (Dissanayaki, 1995, p. 60). 
She differentiates between the conception of art in the Western 
world and art as it viewed outside of modernist or Western culture 
and states that, 
We moderns feel "art" to be a private compulsion, a personal 
desire to mold or make something out of one's individual experience. 
But art actually originated and thrived for most of human history 
as a communal activity (Dissanayaki, 1995, p.61 ). 
Creativity and originality, as modernists conceive of them, are not 
central to this conception of art. Art-making is not necessarily 
about original ideas. It is an act of shaping life into aesthetic 
expressions or entities . 
.. the "artist" takes the protoaesthetic elements out of their 
"natural" context indicating vitality and goodness, and 
"domesticates" them deliberately using them in aesthetic 
making "special" (Dissanayaki, 1995, p.55). 
Models from non-Anglo cultures offer alternatives to the 
Eurocentric notion of creativity as the province of the individual. 
Gregory Cajete (1994), a Tewa Indian educator and artist, 
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gives us an insight into creativity from the Native American point of 
view, one that parallels in many ways the postmodern 
conceptualization of creativity. He sees art-making as a personal 
process of immersion. 
Indeed art, in its highest forms of expression, is a kind of magic. 
And in this magic of creation, the artist becomes immersed within his 
media and the mind of creation (Cajete, 1994, p.141). 
This personal immersion is a time-honored activity which links the 
artist to the community. In the creative process the artist is tapping 
into a pool of creative energy and drawing on communal creative 
resources. As Julian Lang, a Miwok Indian, stated in his interview 
with me, 
We are not creative in the Western sense. Native artists are 
the conduits of tribal creativity. It flow through us. We do not 
make it by ourselves (Lang, 1996). 
As for producing original products, Native Americans do 
not strive for innovation through a self-conscious exercise of 
intuition and intellect. Their work is focused on involvement in the 
process not on the product. This process is conceived of as a 
ceremony in which both the artwork and the artist are transformed. 
The ceremony of art touches the deepest realms of the psyche 
and the sacred dimension of the artistic creative process. This is 
the level that not only transforms something into art, but also 
transforms the artist at the very core of being (Cajete, 1994, 
p. 154). 
Also, Native Americans do not put participation in the arts 
beyond the reach of non-artists, but within the purview of all. 
The master indigenous artist was set apart from others of his tribe 
only by his relative level of practice and skill in a particular form. 
All tribal people engaged in the creation of artistically crafted forms 
(Cajete, 1994, p. 149). 
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What does reframing the concept of creativity in art mean for 
transformative art practice? As I see it, it de-romanticizes and de-
mystifies creativity while democratizing it. It reinforces the 
conventional wisdom that nothing is ever totally new or unique. It 
also takes the pressure off the individual to be different, inventive 
and clever. As Amabile and Tighe state (Brock, 1993,) even the well 
intentioned suggestion by a teacher to "be creative" can inhibit 
creative behavior. The postmodern notion of a more contextualized, 
rooted and de-romanticized creativity meshes well with 
Dissanayaki's vision of creativity as "making special". Both theories 
illuminate the sources and nature of creative process and therefore 
promote an authentic, more natural evolution of ideas. 
Art-making and Personal Meaning 
Although postmodernism seeks to decentralize the individual 
and to detract from the notion of original personal creativity, 
exploring a personal vision in art-making and finding personal 
satisfaction in it still have resonance and meaning in the life of 
artists today. This can not be denied and should be celebrated. Some 
quotes from contemporary artists give us a sense of the power of 
art-making in the lives of those who do it. 
Art-making for me is a process of discovery and learning about 
myself and my relationship to the world. This art process 
also involves my desire to communicate (Barbara Jo Revelle, 
Cahan & Kokur, 1996, p.143). 
My art is my way of both exploring the world and explaining the 
world. The process of making art is at times a very social experience 
and at other times a very solitary experience (Elizabeth Sisco, 
Cahan & Kokur, 1996, p.154). 
I make art because I like to paint. I make art primarily to understand 
myself. Art is important because it is a method to learn about life, 
myself and the world. Painting reflects my thoughts. If I don't paint, 
I feel sick (Masami Teraoka, Cahan & Kokur, 1996, p. 159). 
Art is my life; there is no separation between the two. I create art 
from my life, from my experiences, from my politics and from people 
I have met who have influenced me and who I love. Art is my therapy 
my release, my involvement in the world (Danny Tisdale, Cahan & 
Kokur, 1996, p.160). 
I make art because I live in this world and try to make sense of it. 
The visual is my language; art is my voice (Pat Ward Williams, 
Cahan & Kokur, 1996, p. 162). 
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The voices of artists remind us that art can have profound 
personal meaning. Making art is a way of making sense of the world, 
of giving form to personal ideas and feelings and of giving voice. 
Making art is a way of exploring the depth and the breadth of life in 
deep and meaningful ways. It is a way of giving texture to life, of 
giving material form, elegance and order to the chaos of ideas and 
feelings. 
This is not totally at odds with the postmodern decentral-
ization of the individual, for when the arts do these things they pull 
the artist into the web of humanity and they communicate spiritual 
and personal truths. In the act of communication, meaning is created. 
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Neperud (1996) states that the rationale behind making art and 
in teaching art is to make meaning. In a time when young people are 
looking for meaning in a world that seems scattered, shallow and 
meaningless, the arts offer a medium, an opportunity for making 
sense out of their lives. 
Art as Language 
When we consider art as language we must look at two 
functions of art and language: 1.) the symbolic construction of 
meaning and consciousness, and 2.) the communication of meaning to 
others. The first is primarily an internal process and the other an 
external, communal function. Both functions are contingent upon or 
determined by prior experience, shared symbolic reference and 
cultural frameworks. First I will focus on symbolic construction and 
the mind. 
How does creating images construct meaning? The answer lies 
in the nature of symbolization. Epistemologist, Ernst Cassirer 
(1955), explored the nature of symbolic representation and the 
symbolic constitution of consciousness. Cassirer proclaimed that 
symbolization is at the core of conscousness and that man lives in a 
symbolic universe. In other words, the human mind formulates 
reality according to its own symbolic functioning. What we know as 
real is our interpretation of reality. Gardner, in discussing the 
thoughts of Ernst Cassirer, states, 
Rather than presupposing a reality independent of symbolic forms 
Cassirer claimed that our reality was created by symbolic forms, 
that language in fact constitutes rather than reflects reality.(Gardner, 
1982. p.43) 
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Visual images as well as other artistic forms were to Cassirer 
and others (Susanne Langer (1942), Paul Ricoeur (1991) and Nelson 
Goodman (1978), to name a few) considered language, a system of 
symbolic forms, similar to verbal language. 
Cassirer argued that the symbol systems of art were as equal 
and as valid as verbal systems in their capacity to shape reality. He 
also believed that artistic interpretation, in comparison to the 
rational scientific approach to reality, "provided a richer, more 
vivid and colorful image of reality and offered a more profound 
insight into its formal structure" (Gardner, 1982, p.45). 
According to Ricoeur (1991 ), the key to understanding how the 
mind apprehends and constructs meaning lies in the way it processes 
perceptions and shapes consciousness through language. Ricouer sees 
a direct correlation between the way we recognize and manipulate 
visual images and the way our minds categorize and schematize 
through verbal language. The link he sees is the icon, the visual 
image which is recognized and has meaning within a culture, much 
like a word or verbal sign. 
Ricoeur also makes a strong case for the validity of artistic 
interpretation. The key to Ricoeur is the active nature of the 
imagination: the imposition of schema upon new experience, the 
filtering of experience through an existing framework of images. In 
apprehending experience, the mind makes connections between the 
new perceptions and the images already in place. It does this through 
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a metaphorical process, a process of linking up new images to known 
images through likenesses. Meaning is created through this linkage 
and also emerges through the apprehension of the differences 
between the images. Ricoeur's primary point is that this is an active 
process in which the mind imposes a sense of order on experience. 
The mind creates reality in that way, through interpretation, through 
metaphor. His argument leads in two related directions: 1.) if reality 
is a human interpretation of it, the arts which are the expression 
and embodiement of human subjectivity and interpretation, are valid 
mediums for conveying and knowing reality and truth, and 2.) science 
(and rationality) are also forms of human interpretation. They are 
interpretive too and should be considered as such. 
Ricoeur also agrees with Cassirer that art constitutes a 
richer, fuller comprehension of reality than that of reductivist 
science and rationality. The arts, which are fictive, are truer to 
lived reality than is literal discriptive recounting of facts. To 
Ricouer, the imagination as expressed through the arts, releases us 
from the mundane and allows us to forage unconstrained by the 
ordinary into a deeper, more profound reality. 
The more imagination deviates from that which is called reality in 
ordinary language and vision, the more it approaches the heart of 
reality which is no longer the world of manipulable objects but the world 
into which we have been thrown by birth and within which we try to 
orient ourselves by projecting our innermost possibilities upon it. .. 
in order that we may dwell in it. (1991, p.133) 
In discussing the constructive function of art, Ricoeur makes 
the critical point that the making of external marks (or the making 
of an object) is crucial to creation of images or meaning. To Ricoeur, 
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the process of making external marks is not a mere copying of an 
internal image but a form of imaginative creation which, as it 
evolves, shapes internal images. In other words, construction of the 
image (exterior and interior) occurs in the process of physical 
production. To Ricoeur, this is similar to language processing. 
Central to Ricoeur's concept is the notion that external marks 
display an image, which in turn, generates further imaging and 
creates new realities, new images for the mind to link with 
experience. To Ricoeur, external marks reshape reality; they are 
proactive. About painting he states, 
The history of painting suggests that it is the exteriorization of thought 
in external marks which has encouraged the creation of images which not 
only are shadows or similarities but also offer new models for perceiving the 
world. (1991, p. 131) 
This leads us to the communicative role of language. Goldberg 
states, "Art is a language of expression and communication that has 
always been and will always remain a fundamental aspect of the 
human condition and the perpetuation of cultures (1997, p.8). 
Two questions arise: do visual images communicate across 
cultures? and how do they communicate? We will begin with the 
first question and discuss communication in and across cultures. 
It is commonly held that visual images constitute a symbol 
system and communicate ideas and feelings in ways that are similar 
to verbal language. They can consist of recognizable icons and they 
can communicate on deeper, more subtle levels that require 
contemplation and participation. 
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In his discussion of the communicative function of visual 
images, Maquet (1986) presents a synopsis of conventional terms 
from lingusitics for words or images, categorized by how they 
signify perceptions and ideas. He states that signification is a 
collectively constructed system shared by those who perceive and 
apprehend within that system. According to Maquet, to understand 
signs one must observe them in their cultural and historical context. 
Maquet states that signs and signifiers are generic terms for 
any item that stands for something else. Here the signification can 
be simple and direct or more ambiguous, subtle and evocative. There 
are four subclasses of signs: referents, indicators, images and 
symbols. Referents are words that stand for their signifieds by 
conventional reference. Indicators are defined as signs by 
association. Our interest here lies in the visual forms of signs. They 
are images and symbols. As for images, Maquet states, 
Images are visual duplicates of persons, things, landscapes, and any other 
visual entity that can be seen in the external world ... lmages, thus stand 
for the visible entities they signify by resembling them. (1986, p.94) 
Of course, visual art employs images, identifyable visual 
pictures but art finds much of its evocative power in symbols. 
Maquet describes symbols, "The connection between a symbol and its 
signified is by partial identity or analogy .... Symbols are defined as 
signs standing for their signifieds by participation" (1986. p.96). 
This participation is cultural. The viewer must recognize the symbol 
and make the connection to the signifed. The viewer must understand 
the "code". 
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To Geertz (1973), the symbols of art, like ritual, are the 
mediums through which cultural values and concepts of reality are 
communicated between members of the cultural group. As a shared 
system of symbols denoting a common sense of truth, they create 
cohesion among those who know the code. Highwater agrees that 
cultural codes are culturally specific and states, 
Neither techniques nor the symbolic references of iconography are 
universal.. Iconography is highly localized and not truly transcendent 
in its impact and symbolism. It's localization is unique because it is built 
on regional custom. As such, much iconography is allegorical, with its meaning 
unapparent unless the viewer is part of the culture in which the iconography 
and its symbolism are a fundamental aspect of cultural orientation and general 
education. (1994, p.181-182) 
Highwater places great significance on the power of 
iconography to shape thought. To Highwater, cultural forms are at 
the heart of socialization. In making his case, he presents a potent 
argument for education in cultural forms. He also states, "When we 
recognize the limitations of our own society's iconic visions 
of the cosmos, we are encouraged to acknowledge the existence of 
other styles of iconography which reveal other realities"(1994, 
p.189). 
The question remains: if cultural expressions are specific to 
cultural groups, can there be communication between cultural groups 
through the arts? Can we enter the "other realities" referred to by 
Highwater? Geertz (1973) would say that the viewer never really 
could enter the world of another culture and experience it's 
meanings as an insider naturally would. The viewer is limited to 
apprehending another culture through her own cultural lens, from her 
own cultural perspective. Intimate knowledge of the code stops at 
the border; there is no real direct communication. 
Maquet, on the other hand, postulates that communciation _ 
occurs through the arts on a universal human level. He's sees the 
commonalities shared by all people which can be communicated 
through visual forms. 
Because the human organism, particularly the nervous system, is 
practically identical among living populations, we may assume that its 
main functions, such as acting, thinking, contemplating, being affected 
by feelings and emotions, are not limited to some human populations. 
As creation and appreciation of art are mental processes, it is not 
unwarranted to look for their manifestations in the whole gamut of 
cultures. (1986, p.3) 
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According to Maquet, there are two levels of apprehending 
cultural forms, the cognitive and the contemplative. Cultural 
relativism, for Maquet, lies on the cognitive level of communication. 
"When learning these codes of forms and deciphering the 
signification of the referents, we are in the cognitive mode of 
consciousness, not the contemplative one" (1986, p. 99). To 
apprehend the universal meaning of art, one must enter into 
contemplation, a less literal comprehension of the work. In 
contemplation, we are swept up by the composition, the physical 
organization of the work. To Maquet, compostion is the key for it 
represents a universal human effort to bring order to our reality. 
Composition symbolizes order. Order is the arrangement of diverse 
elements into a configuration; it makes them operational or intelligible. 
It is the core value of aesthetic quality because it is so basic to our mental 
life ... Any artifact with aesthetic quality is a tangible symbol standing for 
the idea of order (1986, p. 130-131) 
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Maquet could be accused of being an "essentialist" but he is 
making an important point. Although we are all cultural beings with 
specific cultural codes and frames of reference, we are also human 
beings with commonalities as well. 
Highwater, Geertz, on one hand, and Maquet, on the other, 
present two opposing sides in the classic debate between cultural 
relativism and essentialism. Although they represent two opposing 
points of view, I think there is wisdom in both. In my opinion, the 
commonality Maquet speaks of extends beyond the necessity to shape 
and order reality (expressed through composition and aesthetic 
qualities in art) to sharing the common human experiences of life, 
death, love, belonging to a group and aspiring to find some meaning 
in life. Ways these experiences are presented and played out vary 
from one culture to another but we all share in them in our own 
fashion. Visual art gives us insight into other's experiences that we 
can understand on a very basic human level. 
It also seems to me that the arts present one of the best 
communicative systems we have for coming to understand each 
other, whether it be culturally specific characteristics or the things 
we have in common. Visual forms, although they have limitations, 
present a more direct line of communication between groups than 
does verbal language, especially when there is no common verbal 
language between the groups. Visual images offer non-linear, 
spatial, often subliminal means for entering into another's reality. 
The second question to be answered is: How do the visual arts 
function as communication between artist and viewer? Art 
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communicates on many levels, through direct messages and through 
ambiguous, evocative, engaging metphors. 
To begin with, we must return to Maquet's notion of image. An 
image is a picture or duplication of something in reality. In an image 
we recognize something because it looks like what it portrays. 
Images occur in art all the time. An example is a literal portrait of a 
person. When using a literal image, an artist says, "Here it is." The 
viewer responds, "I recognize that." 
Where art transcends mere depiction of perceived reality is in 
its use of symbol and metaphor. This is where art as a medium for 
communication gets complex and less direct. 
According to Bruner (1962) Metaphor is a an economical image 
which conveys complex meaning. 
Metaphor joins dissimilar experiences by finding the image or the symbol 
that unites them at some deeper emotional level of meaning. Its effect depends 
upon it's capacity for getting past the literal mode of connecting (Bruner, 
1962, p.63). 
Metaphors convey information not by recreating it as in depiction 
but by creating it through association (Ricoeur, 1991 ). The primary 
feature of metaphor is ambiguity. As Highwater says, 
.. metaphors allude to meaning but do not denote meaning. They provide 
artists with the capacity to say precisely what they mean as imprecisely 
as possible, which is the only way they can express the inexpressible. 
Such ambiguity is the very essence of metaphor. (1994, p. 15) 
With metaphor, the viewer fills in the blanks and interprets 
the meaning through her own experiences and associations; the 
viewer participates in creating meaning. To Maquet, that 
513 
interpretation must ·conform in a way that is congruent with the 
artist's intent or message. To Gadamer (1976) the author's intent is 
irrelevant. It is the art object, as the interpreted text, that 
embodies meaning and the viewer completes the meaning through her 
reading of the text. 
To Highwater, Maquet and Ricoeur, the power of metaphor lies 
in its capacity to catalyze an experience for the viewer. Good art 
does not present second-hand information. It presents information 
that is processed and presented by the artist in a way that engages 
the viewer in her own experience. Also, according to Maquet, the 
viewer does not "get a message" from the artist but "communes" 
with the artist. This "communion" emerges from a shared experience 
through and with the artwork. Engaging with an art work is a deep, 
participatory experience for the viewer as well as the artist. 
In considering the language of visual art, we must also 
recognize the role of the formal qualities of art in communication. 
Art educators, critics and historians often emphasize the formal 
language of art: line, form, color, texture, pattern and composition. 
These formal characteristics, which are the grammar and vocabulary 
of the visual arts, constitute the mode of expression used by artists. 
It is a truism in visual art that what can not be said verbally is 
expressed through visual forms. The majority of artists I know 
express this sentiment. It is also a maxim that how it is said is 
unique to the visual arts and is essentially different from verbal 
expression, in its non-linear, spatial presentation and presence. 
It is important to note that the vocabulary of art has expanded 
immensely in the twentieth century to include inventive uses of 
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materials, collecting and placing of non-art objects with attention 
to context, performance, installation and play with conceptual 
frameworks. The language of visual art is so broadened that it is 
sometimes difficult to recognize. This expansion has offered artists 
the freedom to explore ideas and frame them in ways inconceivable 
to artists in previous centuries. It has also brought new challenges 
to the audience. 
As stated in the beginning of this discussion, the language of 
art works on two levels: 1.) construction of images as a formative 
process of shaping conciousness and reality and 2.) communication 
between artist and audience. These two aspects of visual language 
are pertinent to transformative art education and play out in novel 
ways in new genre public art. 
New Genre Public Art 
Can art or art-making transform the world? It depends on the 
art's capacity to present a vision that touches the collective 
consciousness and compels us to reshape our conceptions of life. 
Art often does influence the way we view the world and, 
according to Leonard Schlain (1991 ), it precedes other disciplines, 
such as science, in shaping our world view. For example, Renaissance 
painting changed the locus of culture from God to humankind and 
altered humanity's perception of itself and its place in the universe. 
The Renaissance convention of one-point perspective presented a 
model for interpreting space much different from that of Medieval 
times and shaped the way people looked at space for centuries after. 
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This framework was shattered by the multi-viewpoint, fragmented 
vision of space presented by Cubism that, although one-point 
perspective still lingers as a model, better depicted and in turn 
altered twentieth century notions of spatial reality. 
The nature of time is an important aspect of human reality and 
art has affected our relationship to time. Impressionism changed the 
way people look at color and light in a transitory moment in time 
and transformed the way we view light and time. Cinema, video and 
photography (especially stop-action photography) have 
revolutionized our conceptions of time, change and action over time. 
Art in the twentieth century while offering new perspectives 
on reality, often challenges its own identity and function. For 
example, abstraction forever altered our notion of the function of 
art, transforming the art object from a reflective representation of 
material reality to an object in itself, devoid of reference and 
meaning outside itself. This tradition of challenging existing 
perceptions and replacing them with new visions is being continued 
today in the arts. I believe that a revolution in the arts on the scale 
of the seminal changes in art that occurred around 1915 which 
totally revolutionized art (Cubism, Dadaism and Non-objective 
Abstraction), is happening today. It is happ.ening, as most cultural 
movements do, in response to social crisis and a sea-change in 
societal values. In other words, it's needed and the world is ready 
for it. 
A new kind of art is entering public life in an inspiring new 
way and is challenging the core values of traditional art. Suzanne 
Lacy, a public artist, educator, and theorist defines this type of art 
as "new genre public art". This form of art involves image-making 
presented and carried out in a radically new way and context. 
Ricoeur (1991) writes that the mind reads and shapes the 
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world through a language of visual images or icons. To Ricoeur, 
images from art are shapers of consciousness; they provide models 
for our continued perception of the world. This is what makes art so 
powerful. In referring to the similar power of verbal language, Paulo 
Freire proclaimed, "Thus to speak a true word is to transform 
reality."(1970, p.68). To Freire, coming to consciousness of truth, 
distilled and embodied in language, is the first act in making 
concrete and lived change. To Ricoeur, the same can be said of visual 
images. To make an image is to bring that vision to consciousness. 
To make an authentic image, therefore is to initiate change, a change 
in perception, a change in reality. It is the creation of authentic 
images that can change public perception and catalyze consciousness 
that occupies the efforts of artists working in new genre public art. 
These artists, while exploring images which shape and reveal 
truth, are also amplifying their meaning by the methods they use. In 
doing so, they are changing the definition of art by using processes 
that are radical for the art world but familiar to the worlds of 
social work, therapy, political organizing and, as this paper 
suggests, education. 
New genre public art challenges the notion of what art is, what 
artists do. In this art form, artists are activists who are applying 
their creative ideas, talents and skills to real life situations and are 
calling their work art. In defining this work as art, as opposed to 
labeling it as teaching, art therapy or social work, these artists are 
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expanding the definition of art beyond solely aesthetic and formal 
expressions and, most importantly, are taking it out of museums and 
galleries into the real world. They are developing an entirely new 
genre characterized by active engagement with audience and the goal 
of social change. Suzanne Lacy, says, 
For the past three or so decades visual artists of varying backgrounds 
and perspectives have been working in a manner that resembles political 
and social activity but is distinguished by its aesthetic sensibility. 
Dealing with some of the most profound issues of our time--toxic waste, 
race relations, homelessness, aging, gang warfare, and cultural identity-
a group of artists has developed distinct models for an art whose public 
strategies are an important part of its aesthetic language. Suzanne Lacy 
(1995 p.19) 
They have a common interest in leftist politics, social 
activism, redefined audiences, relevance for communities 
(especially marginalized ones), and collaborative methodology 
(Lacy, 1995 p. 25). 
Leaving the isolation of the studio behind, artists are bringing 
art practice to hospitals, schools, community centers and many 
other institutions where artists traditionally have not been. Their 
methods vary but often they resemble the collaborative 
methodologies of critical pedagogy or participatory research, 1n that 
they deal with real-life issues and involve research, collaboration, 
dialogue, interpretation and communication to an audience, in the 
effort to inform others and shape reality. 
Essential to this new genre of art is its concentration on the 
public, collaborative nature of art. In its processes, it challenges 
the time-honored notion of artist authorship and ownership by 
allowing for a plurality of authors in one piece. Public art in this 
genre is not a single artist's vision imposed on a community or 
public place; it is a collaborative expression of the community by 
the community facilitated by an artist. 
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Also important in this work is the dual conveyance of 
metaphorical meaning. In new genre public art, meaning is not 
conveyed solely in the image or product but is perhaps more 
embodied in the process. The making of a metaphor is in itself 
metaphorical and is the most compelling part of the work. One could 
say that, in this genre, Jhe process which is the medium is the 
metaphor. 
The question always arises. "But is it art?". Gablik (1995) 
states that this form of art invents and defines new criteria for 
judging art, leaving behind traditional notions of quality, process 
and intent which are the hallmarks of conventional art criticism. To 
Gablik, this new genre of art works in the realm of "the aesthetics 
of compassionate action". Here human interaction is framed as 
aesthetic; it is beautiful, satisfying, and it creates a sense of order 
based on human relationships and activity (as opposed to 
relationships of form, color and line). Traditionally in judging art, 
we look for an aesthetic which shapes the work. This is usually 
found in the object itself. In taking the aesthetic out of the object 
and placing it firmly in the human dynamics of making, the aesthetic 
qualities of art are radically reframed and new genre public art, 
because it possesses an aesthetic, is placed in the realm of art. This 
reframing has implications beyond art. It represents a paradigm 
shift in the way we view art and ourselves. It might cause us to 
view human interaction as a form of aesthetic play, a form of art. 
Here life and art converge and living takes on new meaning. On 
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another level, new genre public art will cause us to see art and art 
making as productive action, image-making that can change the 
world. 
To better understand what new genre public art is and what 
new genre public artists do, we must look at examples. An excellent 
model of a socially engaged artist is Merle Ukeles (Gablik, 1991 ). 
Ukeles works in the social realm to develop public consciousness 
and to humanize the workplace. She creates performances with the 
garbage men of the New York Sanitation Department, their trucks and 
barges, and makes huge installations out of refuse. Her intent is to 
draw attention to the mounds of garbage produced in the city and 
make visible one of the city's most pervasive and intentionally 
hidden systems, thereby engendering appreciation of the men who do 
the work. 
Other examples of new genre public art are documented in 
Culture in Action. (Jacobs et al. 1995). These projects present an 
array of forms, media and intent. "Flood", a hydroponic gardening 
project carried out by Haha, a collaboration of four artists, is a good 
example. In this project, the artists worked with AIDS patients to 
build and care for a vegetable garden. The garden produced food for 
the patients and gave them the joy and hope that nurturing can 
engender. This project is an excellent illustration of process as 
metaphor. Regarding the garden as an art work depended on the 
participant's consciousness of the aesthetic qualities of the 
creation of life, community and health. Their collaborative effort of 
planting, nurturance and harvesting served as a metaphor for these 
things. 
The garden, too, could serve as a metaphor for AIDS: the survival 
of plants grown hydroponically is dependent on the maintenance of 
a fragile ecosystem; their growth and stability requires the horizontal 
interlacing of individual root systems into a cooperative network. In -
this way the garden could be "representative of each participant's 
dynamic with the community. (Jacob, 1995, p. 91) 
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Examples such as these and the entire approach and vision of 
new genre public art serve as models for a progressive 
transformative art education in the schools and communities. 
Evidence of the power of art-making for engendering 
empowerment in youth is emerging in community-based art 
programs which are inspired by and, in turn, new genre public art. 
After school arts programs are locations where imagination and art-
making are bringing hope to the young. There are several examples of 
extracurricular, community-based youth art projects. The National 
Endowment for the Arts, through the state art councils, funds art 
programs for youth. Some examples are listed in Part of the 
Solution, Creative Alternatives for Youth (1995), a publication of 
the NEA and the U.S. Department of Justice. These projects 
demonstrate the increasing interest in public art education 
programs by funding organizations and are an inspiring new trend in 
art practice taken on by artists. 
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Art in Middle School 
There are problems, challenges and rewards specific to art 
experiences for middle school age. Johnson (1990) refers to this age 
as "transescence" and states, 
The period of transescence, or the time of transition from childhood 
to adolescence, is an extremely critical period in the development of 
an individual. It is important to understand the unique characteristics 
and special needs of the student at this age level and to consider these 
factors when developing an art program for the intermediate and 
secondary school levels (Johnson, 1990, p.24). 
Eichhorn (1980) identifies transescence as, 
The state of development which begins prior to the onset of 
puberty and extends throughout the early stages of adolescence. 
Since puberty does not occur for all precisely at the same chronological 
age in human development, the transescent designation is based on the 
many physical, emotional and intellectual changes that appear prior 
to the time which the body gains a practical degree of stabilization 
over these complex pubescent changes (Eichhorn, 1980, p.3) 
According to Johnson (1990) the period of transescence occurs 
between the ages of ten and fourteen years old. The emotional needs 
of this age group are one factor that distinguishes it from 
elementary and high school students. 
Emotional characteristics such as emotional variation, interest 
span, powers of observation, the desire for peer approval, and interest 
in the opposite sex may affect the student's involvement in the art 
activity from one day to the next (Johnson, 1990, p. 25). 
Developmental factors also play a part. 
Physical changes also affect children at this level. The improved 
level of skills of muscle and eye-hand coordination at this age allows 
for the exploration of a wide variety of materials, while the 
broadening range student's interests in subjects, themes, and current 
issues provides a rich storehouse of ideas and concepts for their 
artwork. At this age level they are quite capable of using adult 
materials and of gaining some proficiency in difficult art materials 
(Johnson, 1990, p.25). 
This is the age when the adult is beginning to form, when 
attitudes and affinities are developed, when a sense of oneself, 
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one's potential and one's place in the world are constructed. It is a 
pivotal time. Johnson notes that art experiences can be very 
important to the development of the preadolescent individual. 
Effective art projects allow the student to focus on learning about 
themselves and their environment. Johnson suggests art activities 
such as self portraits, art projects relating to school and community 
or projects students can use in their lives outside of school. 
Johnson believes that this preadolescence is a crucial time 
for building traditional art skills and appreciation of visual art but 
she also states that, 
It is important for students to have experiences with materials 
that are relevant to their daily lives and which provide opportunities 
for involvement in those activities in which students focus on learning 
about themselves and their environment (Johnson, 1990, p.28). 
Developing art skills and having experience with art media 
must be placed firmly within the context of the student's everyday 
life and culture. Stockrocki (1990) states that instruction should be 
"related more to the interests of students, who prefer folk and 
popular art examples" (Stockrocki, 1997, p. 50). 
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Both authors claim that transescence is an optimum time for 
peer collaboration. "The importance of individual instruction and 
cooperative teamwork at this level cannot be emphasized enough" 
(Stockrocki, 1997, p.48). "The art curriculum also provides many 
opportunities for cooperative learning and for peer interaction" 
(Johnson, 1990, p.30). Cooperation and collaboration as well as 
sharing of tools and working space help students to learn to work 
together and share. Cooperative projects allow young people 
opportunities to develop a sense of being part of a community. 
Art making can play a role in the development of a sense of 
personal responsibility in the preadolescent. 
Shared responsibility for learning is a goal which is important 
for the student at this level. Many art projects at the secondary 
school level rely heavily on the student's ability to direct his own 
learning and to carry out art projects which often take more than 
a few days to complete .... the focus (of the program) should be towards 
developing skills for continued learning and for assumption of the 
responsibility for the student's own learning (Johnson, 1990. p. 30). 
As transescence is a time of increased curiosity and 
awareness of the world and of oneself within it (Anglin, 1993}, it is 
important that an art program foster in preadolescents social and 
cultural awareness, as well as tolerance and appreciation of 
difference. 
Arguments have been made for the need for developing the 
cultural awareness of our students if we are to encourage their 
acceptance and appreciation of the many and varied backgrounds 
of the people of this nation .... A strong program in art should also 
include discussion and dialogue about the meaning of art and its role 
in cultural heritage. Transescent students are acutely aware of the 
social concerns which surround them in the society in which they live, 
and they seek opportunities to confront the economic, political. social, 
and ethical issues which they encounter in their daily lives" 
(Johnson, 1990, p. 31). 
I have chosen to do this study with middle school students 
because I believe these students are just at that stage in their 
cognitive, emotional and social development when art experiences 
can make a profound difference in their lives. 
Summary 
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This review presents a synopsis of the multiple ways art 
practice can inform and enrich the lives of students, from cultural 
awareness and criticism, to personal knowledge and agency, to 
moral development. Central to the thesis presented is the role 
imaginative and creative play in art practice can have in generating 
reflection, learning, consciousness and action for change and growth. 
The review also explores the nature of art as a form of language. The 
key to the generative functions of art practice is their 
manifestation in the language of art, in the formative and 
communicative performance of images and image making. 
The review presents an alternative approach to traditional 
models of art education, informed by current ideas in general 
education (transformative education) and modeled on a contemporary 
genre of art (new genre public art). Rooted in the theoretical triad of 
critical theory and practice, feminist theory, and constructivist 
learning theory, transformative education offers a model and 
conceptual basis for transformative arts education. In turn, new 
genre public art presents a counterpart and exemplar in the art 
world. 
The focus of the study is the workings of transformative art 
practice for middle school students. The review explores the 
specific qualities and needs of the young teenager and concludes 
that tranescence, the stage of development between childhood and 
adolescence, is a crucial and pivotal one for creative growth, 
learning and personal development. Therefore, middle school 
presents the ideal location for transformative art practice and 
education. 
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CHAPTER Ill 
THE PROJECT/STUDY 
Artists' Ideas on Art Education 
To get an artist's (not an academic art educator's) sense of 
what might be most valuable in a contemporary arts education 
program, seventeen experts, artists who have shown their work at 
the Capp Street Project in San Francisco, were asked what they 
think was important in their development and education as young 
artists. The artists were contacted by letter in 1997. They were 
asked to comment on pivotal and inspiring art teachers and art 
experiences. Many of the artists wrote copiously of their formative 
encounters and suggestions for the education of future artists. 
The Capp Street Project emerged in the early 1980's as an 
alternative site for display of installation and performance art. 
chose Capp Street artists because their work is particularly 
innovative in execution and concept and because much of their work 
deals with social and cultural issues. Many of these artists work 
collaboratively. Generally, they are on the cutting-edge of the visual 
arts. 
In summation of the artist's responses, I found that the artists 
noted five themes with greatest frequency. They are: a.) 
interdisciplinarity in art experiences. Catalytic art projects 
involved cross-disciplinary or interdisciplinary explorations such as 
integrating science with art or combining performance with visual 
art. b.) experience learning with a wide variety of artists or art 
teachers. Many of the artists stated that the more points of view and 
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ways of working a young person is exposed to the better. They also 
included working with a wide variety of materials. c.) art projects 
that are grounded in the real life. Art curriculum, according to many 
of the Capp Street artists should be based on life experiences, many 
generally thought of as outside the purview of art. d.) teachers who 
are passionate about the field. A teacher's excitement about art is 
often contagious and an inspiration to her students. e.) teachers who 
are passionate about teaching, who enjoy and respect students. 
Effective teaching involves employment of successful teaching 
strategies and an understanding of the dynamic relationship between 
student and teacher. 
Other themes were mentioned less by the artists but are still 
important to note. They are: a.) learning basic skills. Having the 
skills and knowledge of materials to express or develop an idea 
is essential in art-making. b.) learning through doing and direct 
experience. Doing it, making it, having hands-on experience is 
essential. c.) emphasis on process. It is important to focus on the 
process of making and doing, not on the end product. Preoccupation 
with product stifles creativity and risk-taking. d.) emphasis on the 
conceptual basis of art. Awareness of ideas as the generators and 
shapers of art expression keeps the focus on the expression of ideas 
instead of the craft involved in the making. e.) freedom and choice. 
Having options and freedom to choose allows for personal 
exploration and expression in a non-restrictive environment. f.) 
emphasis on contemporary art ideas and methods. The art program 
should be up to date and relevant. g.) an integration and equal 
appreciation of high art and popular art. Art expression of all kinds 
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should be considered worthy of study. h.) a grounding in art history. 
Here art history means a grounding in the past as it is prologue to a 
vital and ever-evolving present. i.) challenge. A good art program_ 
presents challenges to the young artist and inspires her to grow. j.) 
a protected environment. Nurturance and a sense of safety are 
important for a young artist if she is to feel free to challenge 
herself, take risks and explore. k.) enjoyment and fun. The art-
making experience must be pleasurable. 
Many of these ideas and recommendations such as experiential 
learning, grounding in real-life experiences, relevancy to larger 
issues outside the arts and teacher nurturance are in harmony with 
the concepts underlying transformative education. The Capp Street 
artists echo the literature cited in my review in their emphasis on 
contemporary art practice which includes interdisciplinarity and the 
appreciation of culture as a living, evolving entity expressed through 
popular art forms. These artists also introduce into the discussion 
freedom, challenge, variety and empowerment through mastering 
skills, all basic to imaginative art practice. These recommendations 
were taken into account in developing my pedagogy in this project. 
Methodology 
The methodology in the study is two-fold: critical pedagogy 
and participatory research. These methodologies represent creative 
ways of developing consciousness, shaping experience and creating 
empowerment because they allow for the dynamic evolution of ideas, 
interpretation, and knowledge. In that way they are truly artistic. 
Gathering Information and Developing Ideas Through Art-
making 
The art projects served as the mediums for information 
gathering and as the springboards tor the dialogues. The first 
project provided personal information about the participants and 
served as a warm-up exercise for the group work. 
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The second project, the group artworks, served as instruments 
for further information-gathering and processing. In the second 
project students explored common interests and made group 
statements. Here information about group process and common 
interests was obtained and developed. 
Information manifested in the art-making was the source of 
the dialogues at the end of the project. 
Art-making Process 
Each student worked on two art projects over a period of three 
weeks. In this time students were involved in art practice: 
researching, making and reflecting on the making. The two parts of 
the project included an initial artwork, a personal book, done 
individually by each student and five collaborative artworks done in 
small groups. The individual art projects took approximately six 
two-hour class sessions to complete. The group art projects were 
carried out in five two-hour class periods. Three other class 
meetings were used for orientation, discussion, brainstorming, 
information-gathering, presentation of artwork in slides and 
critique. 
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The art process was initiated with information-gathering 
about the individuals in the class. The first class period was devoted 
to a group conversation about interests and concerns of the 
participants. This was followed by a brainstorming session in which 
ideas for the first project were gathered and discussed. In this 
session, the class decided to make self portrait books as the first 
step toward assembling information about themselves. 
Once consensus on the first activity was reached, proposals 
for themes and ideas to be included in the book were made and 
agreed upon. The facilitator developed lessons using a variety of 
techniques and materials based on student recommendations and 
presented them to the class. Each day for six days a new activity 
was presented and completed in a two hour session. Each step or 
lesson in the curriculum was enriched with examples from related 
art expressions that informed the project' and placed it in the 
context of contemporary art. Examples of enrichment materials 
presented were self portraits by modern and contemporary artists 
such as Frida Kahlo, Hung-liu, Chuck Close and Alice Neel, 
storytelling quilts with visual images and text by Faith Ringgold, 
and collages of people and events by Romare Bearden. Color copies of 
sculpture, architecture, paintings, and crafts with folk patterns and 
designs from all of the cultures represented in the class were 
available for students to incorporate in their drawings and collages. 
The second project, took the form of five different artworks 
initiated, designed and executed by five groups of four to six 
students working collaboratively. 
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The group process began with a brainstorming session and a 
slide presentation by the facilitator. The purpose of the slide show 
was to introduce the students to a variety of artforms and novel 
ways of collaborating and communicating visually. The facilitator 
introduced examples of work done by contemporary artists to inspire 
students in their choice of an art form in which to work. Taking 
clues from the Capp Street artists, a visiting artist, who also acted 
as an assistant facilitator, was invited to the classroom to present 
different modes of working and a variety of ideas. Possibilities for 
the art projects ranged from conventional forms such as sculpture, 
murals, videos and books to more contemporary and unconventional 
genres such as zines, web pages, performances, "guerrilla" actions, 
billboards and installations. 
It was at this time that the facilitator presented the idea of 
"new genre public art" and the role art practice can take in shaping 
ideas, information and public consciousness. The student's role as 
artists and culture-makers was also discussed. The facilitator 
suggested that the students keep this in mind and choose themes 
that reflected their place in the world and their moment in history. 
They were free to make political statements or explore common 
interests and were encouraged to experiment with unconventional 
artforms. 
The Research 
The research model was participatory research. As stated _ 
before, the art activity acted as a research method evoking and 
shaping the knowledge which was the subject of our study. 
After the initial art process was completed, nine students 
volunteered to participate in the dialogues. 
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The research questions remained essentially the same as 
stated in Chapter One but were tailored slightly to fit the specifics 
of the art projects as they evolved. They, with attendant questions 
to guide the dialogue, were: 
1. How does individual art practice help young people to construct 
knowledge about themselves, their environment or others? 
a. What did you make in your first art project? 
b. How did you come up with your idea? 
c. Do you feel you were successful in getting your original idea 
across in your work? If so why? If not why? 
d. Did your idea change as you worked? 
e. Were you surprised? 
f. Did you learn something new about yourself? 
g. How did you learn something new about yourself? 
h. What artwork did you put in your book? 
2. What did the participants discover about themselves in doing the 
first project? 
a. What did you learn about yourself? 
b. Did you learn what you like or dislike? 
c. What did you like? Dislike? 
d. What did you learn about your art-making process, your 
abilities or your enjoyment of the process? 
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e. Did you Jearn anything about your peers from looking at their 
work? If so what? 
3. How does collaborative art-making help young people to construct 
knowledge about themselves, their environment, others? 
a. What did you make in your group art project? 
b. How did you come up with your idea? 
c. Do you feel you were successful in getting your original idea 
across in your work? If so why? If not why? 
d. Did your idea change as you worked? 
e. Were you surprised? 
f. Did you learn something new about yourself or your peers? 
g. How did you learn something new about yourself or your 
peers? 
4. How did the participants discover or construct knowledge through 
collaborative art-making? 
a. Did the image you chose to express your idea, or the way you 
made that image, or the process of thinking about that image 
or subject tell you something new about that subject? 
b. Did your first (individual) art piece influence your work on 
the second (collaborative) artwork? 
c. Did working with others push you to think about the subject 
in ways you might not have thought about it yourself? 
d. Did you learn something new from your peers/collaborators? 
If so what? 
5. What strategies (methods, processes, interaction and 
environment) make an art project effective for participants? 
a. What parts of the projects worked best for you? Why? 
b. What would you change about the process? 
c. Did you like the final art pieces (the book, the group art 
piece)? 
d. Would you like to change either of them? If so, how? 
6. How does art practice transform the individual participants? 
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a. Do you think you or your ideas have changed or evolved during 
this process? If so, how? 
7. How can art practice help young people to find their voice (a sense 
of themselves, their heritage and a feeling of empowerment in 
approaching the future)? 
a. Did making the artworks give you a sense of who you are? 
b. Did it make you feel good about yourself? 
c. Did the art-making process {which includes research, idea-
gathering, looking at art and other cultural materials) give you 
a sense of your cultural heritage? 
d. Does making art give you the feeling that you are an artist 
who comes from and adds to a cultural heritage? 
e. Does making art and working together on an art project 
give you a sense that you can do something, make something, 
change things in the world or yourself? 
f. Do you think art can communicate to others ideas and 
feelings that you want to tell them? 
g. If any of the above answers are yes, how does art-making do 
this? 
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8. How can the participants make change in their environment and in 
themselves through future art practice? 
a. Would you like to make more art? If so, what? 
b. Do you think you could learn more about yourself and the 
things that matter to you through making more art? How? 
c. Do you think you could make a change in your world by 
making more art either by yourself or with others? How? 
9. What are the problems with this form of art education and how 
can they be addressed and overcome? 
a. How did these art projects work for you? 
b. What would you change? 
This last question was also asked of the facilitating assistants and 
their responses are found in the section on the researcher's 
reflections on the project. 
Gathering Data and Developing Themes 
During the art project, the participants, facilitator and her 
artist/assistants maintained a dialogue about the meanings 
constructed and the forms they took. This was facilitated by the use 
of questionnaires. With the completion of the art products, the 
facilitator, now researcher, conducted interviews with nine 
volunteer participants. 
The information gathered in the dialogues was interpreted and 
organized into generative themes by the researcher/facilitator. 
81 
Analysis of the themes and further commentary were made by four 
of the nine volunteers in the dialogues. 
Description of the Participants 
Participants in the art projects were a class of twenty five 
eighth grade students. The demographics of the class were as 
follows: thirteen males, twelve females, nine Latina-American (EI 
Salvadoran, Guatemalan, Mexican), nine Asian-American (Cambodian, 
Filipino, Vietnamese, Chinese), three African-American, three 
Samoan-American and one Euro-American. After the artwork was 
completed, nine students volunteered to dialogue about the project. 
The demographics of the participants in the dialogues were as 
follows: three young men, six young women, two Filipino-American, 
two Mexican-American, one African-American, one Euro-American, 
one Vietnamese-American, one Samoan-American, one Chinese-
American. All participants live in the south-eastern section of San 
Francisco: Potrero Hill, South of Market, the Mission District, Bay 
View Hunters Point, Bernal Heights and Oakdale. 
The participants were classified as honors students. This 
particular group of students was chosen for this study by the 
teachers at Potrero Hill Middle School because of the school 
schedule (the students met with the two teachers for three hours 
every day which allowed for sufficient time to work) and because 
the teachers believed the students would respond readily to the 
project. I would have preferred, for research reasons, to work with a 
general group of students, but given the short amount of time 
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allotted for the project and the wishes of the teachers, the honors 
students became the participants. In retrospect, I believe the honors 
students were appropriate for this study. Although they may be 
gifted academically or highly disciplined in their study habits, they 
proved to have similar problems, needs, hopes and fears as their 
less academically inclined peers. 
Also participating and facilitating were two artist/art 
education students from San Francisco State University. 
Descriptions of the nine participants in the dialogues are in 
chapter V. 
Setting and Schedule 
The art project and research were done at the Potrero Hill 
Middle School. This inner-city school is located in the Potrero Hill 
neighborhood of San Francisco. The demographics of the five hundred 
and fifty students who attend the school are: fifty percent Latino, 
twenty five percent African-American, ten percent Pacific Islander, 
ten percent Asian and five percent "other". The project took place 
over a three week period in May of 1998 for two hours a day in a 
combined social studies and science classroom. The dialogues took 
place outside of the classroom after the art projects were 
completed in the last days before school was over. 
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Background of the Researcher/Facilitator 
The researcher is a sculptor and art educator who taught for 
many years as an artist-in-the-schools in San Francisco, working 
primarily with elementary school children. Her major focus in her 
residencies was the integration of the regular school curriculum 
with art making. She has also taught in museum outreach art 
programs and directed collaborative public art projects with 
children in museums, schools and hospitals. For the past nine years 
she has been teaching at San Francisco State University, providing 
preservice art education for future elementary and secondary school 
teachers; teaching generalists about art and artists about pedagogy. 
Her interest in young adolescents was heightened when she 
collaborated in an art project with middle school students for Dr. 
Alma Flor Ada's Critical Pedagogy class at the University of San 
Francisco. 
CHAPTER IV 
FINDINGS: THE ART PROJECTS 
General Statement on Process 
84 
Both projects were done in the classroom by every ·student in 
the class. Instruction in technique and materials was presented by 
the facilitator before the projects were begun. Guidance during the 
process was given by the facilitator and assistants when requested 
or when the facilitator believed it would be helpful. Prompting was 
needed by some students at the beginning of the exercises but once 
the process was initiated, intervention was seldom necessary. Some 
students asked for attention and assistance but for most part they 
were self-motivating, engaged, and skillful enough to accomplish 
their work. The facilitator and the assistants intervened only when 
necessary, imposing their ideas and sensibilities, as little as 
possible. 
Project #1: Personal Books 
The first projects were essentially self portraits in book 
form. The artwork in the books was two dimensional: collage, 
drawing, and painting. The assigned activities were: 
1. Front and back covers collaged with photographs of the artist, 
found images from magazines and or photocopied images from books, 
and patterned or colored papers. The assignment was to create a 
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cover which reflected the interests and life of the artist/subject. 
The subject matter chosen for the covers appeared to be gender 
specific. The females covered their books with pictures of their _ 
friends, celebrities, models and clothes. Often love and relationships 
were the themes. The boys, on the other hand, covered their books 
with images of trucks, cars, motorcycles, provocatively clad women, 
video games, tattoo designs and guns. There was no censorship of 
subject matter by the facilitator or the teacher. 
2. A self portrait drawing with collaged images from the 
artist/subject's cultural heritage. Students drew pictures of 
themselves from photographs and embellished them with 
photocopied images from their ancestral cultures. 
3. An interview with an elder friend or relative and commentary. 
Each student interviewed an admired friend or family member using 
a set of questions determined by the class and wrote about that 
person. 
4. A crayon and watercolor drawing of a treasured or much-used 
object and a written statement. As assigned, students brought in 
objects that meant something to them, drew and painted them. They 
wrote short descriptions of the object, the role it played in their 
lives and why it was important to them. They "interviewed" the 
object and wrote up an imaginary conversation with it. 
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5. A seed packet. Inspired by the personal artwork presented by one 
of the facilitator/assistants, the students made little envelopes and 
put watercolor images in them. The suggested themes for the 
packets were either dreams, fantasies and hopes for the future or 
special things about the person who was interviewed in the prior 
exercise. Most of the students chose to put their hopes and dreams in 
their packets. 
Project #2: The Group Artworks 
The Groups 
The second art project took the form of five different 
artworks initiated, designed and executed by five groups of four to 
six students working collaboratively. 
The groups were self-selecting according to mutual interests 
and preexisting cliques and friendships. All groups, except one (the 
history book group), were composed of members of the same gender. 
Each group appeared to be formed hierarchically around a 
strong leader who made many of the decisions and kept the group 
motivated and on task. In a number of instances, when the leader of a 
group was not present, the leaderless group dissolved into confusion 
and lethargy. It was at those times that the facilitator intervened to 
expedite the process and get the group back on track. 
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The Artworks 
None of the group artworks was technique, skill or materiaJ-
based or intensive; they were primarily concept-driven in that the 
ideas to be communicated determined the artforms, techniques and 
materials to be used. 
The Group artworks were all very different and appeared to 
develop naturally out of common group interests and sensibilities. 
The artworks were: 
Artwork #1: The Mural and Installation. This two-part art 
piece was located just east of the main door to the school and was 
dedicated to friends and "homies" who had died in gang violence in 
the Mission, Potrero Hill and Bay View neighborhoods. The prominent 
image in the mural was a large hand holding an inverted Pepsi can 
out of which poured a stream of Pepsi Cola. In the lower right corner 
under the letters R I P was a three by four foot space left blank for 
names of the dead and a piece of chalk on a string. Viewers were 
invited to add to the list of names. The empty space was quickly 
filled. In the courtyard next to the first mural was another simple 
mural with the words "Stop the Violence". In front of this mural lay 
a "body" made out of clothes stuffed with rags. This "body" was a 
moving reminder of the gang-related violence that has occurred in 
these neighborhoods. 
What is the symbolism behind the Pepsi can? According to the 
artists who made the mural, when a gang member dies his friends 
pour a can of beer on the ground where he died. For this specific 
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location the Pepsi can functioned as a substitute for a beer can. The 
students feared they would get in trouble for depicting an alcoholic 
beverage on the school grounds. 
Artwork #2: The celebrity T shirt collage. Four girls interested 
in the phenomena of fashion and fame composed a collage of 
photographs of their favorite celebrities intermingled with text. 
They scoured all of the pop culture magazines they could find, 
selected the images and arranged them in a single composite image 
to put on a T shirt. 
Artwork #3: The Magazine. Inspired by a magazine popular 
among young Latinas called La Viva Loca, four girls created their 
own magazine of drawings, poems and dedications. The general 
themes of the magazine were love, loss and gang violence. Fifteen 
copies of the magazine were printed and distributed to the girls' 
family and friends. 
Artwork #4: The Video Play Station Box. Technological games 
which involve swift reflexes, concentration, and exemplary hand-eye 
coordination are popular with boys of this age group. Six of the male 
students were obsessed with video games. As their project, they 
constructed a mock video play station from a cardboard box and 
covered it with black and white photocopied images from video game 
magazines. Inside the box hung a trio of mock video game cassettes. 
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Artwork #5: The History Book. The largest and most diverse 
group decided to write their own history in their own history book. 
Their aim was to deconstruct history and social studies they 
encountered in school, which to them was irrelevant and essentially 
dull. They did this by writing their own stories, which were quite 
fanciful (and often fictional) and gluing them, their photographs and 
images from their respective heritages into a preexisting history 
book. The book they chose to alter was a leather-bound account of 
the original (1849) California forty niners. 
Researcher's Reflection on the Art Projects 
The Personal Books 
As previously stated, the personal books served primarily as 
an effective vehicle for getting to know the students and as a 
catalyst and icebreaker for the group projects. What information 
about the students was gathered from the book project? To begin 
with, I was not surprised at the imagery chosen by the students. The 
interests seemed similar to ones my peers and I had in junior high 
school many years ago: love, relationships, celebrities and physical 
appearance for girls; motor vehicles, machines, and the opposite sex 
for boys. 
There were a few differences, the most blatant being the 
prevalence of violence. I was originally taken aback by the ubiquity 
of gun imagery in the boy's work and, in talking at length with them, 
got a real education in the violent, gang-ridden world these 
adolescents live in, which is symbolized by and focused on guns. 
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Another phenomenon specific to contemporary life and culture 
is the sexually-oriented imagery the students have access to and are 
more than willing to use. There were times in the class when 
thought I might be have to ask a male student to edit out a 
potentially offensive image. The other students and teacher found no 
offense with the pictures and barely took notice of them so I 
controlled my inclination to censor. 
The third cultural phenomenon I noticed was the prominence of 
technology. Many of the boys are enthralled with video technology 
and the culture that has emerged from it. They brought in magazines 
which featured games and characters from the games. From looking 
at these magazines, I got a peek into a rather esoteric computer and 
video-based world with a language and culture of its own. 
A subject prominent in the book project was ethnicity and 
cultural heritage. There is a heightened awareness of ethnic heritage 
among these students, due most likely to the variety of ethnic 
groups here in San Francisco, their relative newness to the country 
and the contemporary emphasis on multiculturalism in American 
culture. I was pleased to accommodate this interest with examples 
of artwork from the students ancestral heritages. 
One subject which never came up in the student's work and 
was, in the case of the mural and installation project, studiously 
avoided was controlled or restricted substances such as drugs, 
tobacco and alcohol. Pictures of a can of beer or two made their way 
onto the covers of the books but public display of hard liquor, 
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cigarettes or drugs did not. Drugs, smoking and drinking appear to be 
either irrelevant, uninteresting or, most likely, taboo. 
I was also impressed by the gender differences in the. 
work. The girls' books were starkly different from the boys' books in 
subject matter, composition, color and technique. As previously 
stated, the subjects portrayed were gender specific. The girls liked 
images and subjects which are commonly thought of as feminine: 
fashion, romance and female friends. The boys dwelled on the 
masculine: speed, violence, machines and relationships (sex and girls 
or male-bonding in gangs and sports). The girls' books were 
generally more detailed and filled with images and writing while the 
boys' books were simpler, less literary and less carefully made. It 
appeared that the girls were generally more interested in the book 
and put more effort into their work. 
The Group Artworks 
The group projects were, in my opinion, a great success. I was 
impressed and surprised by how easily and naturally the groups 
formed and how well the students worked together. It was 
interesting how little prompting and facilitation the groups needed. 
One exception, the mural/installation group required a lot of 
attention because their leader was absent at times. His presence 
made a big difference in the energy and momentum of the group. 
I was also pleased with the variety of subject matter and art 
forms used. It appeared that there was a lot of communication 
between the groups and they purposely avoided duplicating each 
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other's work. Collage was the prevailing form in three of the 
projects (the history book, the video game and the celebrity T shirt) 
but it was used for different purposes, expressing very different 
ideas. Collage was popular because it was a pivotal part of the first 
project and the students were accustomed to it. Collage is a natural 
medium for student work for it has instant, dynamic results that 
need very little technical skill to achieve. It is especially 
successful as a medium because gathering and combining preexisting 
images, which collage involves, imitates and makes apparent 
processes central to all art-making: collection, combining, 
connecting, editing and making order by composition. 
Much like in the book project, gender differences were the 
most obvious characteristic of the group pieces. As this was the 
second project and I had observed the books, I was not surprised at 
this. The history book project which was done by a mixed-gender 
group was the only exception. 
I was also delighted by how serious and enthusiastic the 
students were about their projects. For the most part, with the 
exception of a few apathetic boys, they were all very engaged. 
It was not surprising to me that the group projects were the most 
popular with the students. 
The gravity of the subjects explored in two of the projects 
(the mural/installation, and the magazine) is also 
noteworthy. These projects dealt with difficult, emotional, real-life 
issues and events. They touched on truths about the lives of the 
young artists and, in my opinion, made eloquent statements about 
them in original ways. I was very impressed with these projects; the 
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magazine because of its bitter sweet treatment of love, fear and 
loss and its appropriation of the magazine genre, and the 
mural/installation because of its gritty honesty, the significance of 
its message and its installation format. Both projects showed 
sophistication, imagination and insight. 
The magazine was both mysterious and touching. I asked the 
girls about the meaning of their writings and they were shy about 
explaining them to me. Therefore, the messages in magazine were 
left to my interpretation. The magazine was patterned after an 
existing magazine which is popular with young Latinas. The text 
alludes to stories about lost love and strong friendship. The subject 
is the homegirls, the group of friends who made the magazine, and 
there are poems, dedications and prayers in the text which speak of 
romantic longing and violence. 
To me, the most poignant passage is the mother's prayer: 
Dear God please hear my prayer. Protect mi~ Hijos that must live this 
crazy life. Everyday is a gamble for as I watch them go to school, l wonder 
if they will come back to me. This is a crazy life. At night when my children 
are asleep. I look at them all and remember when they were just Iii kids and 
now I wonder if I will be able to kiss them good night or just be able to tell 
them that everything will be alright because to me my children are my life. 
l do not think that it is fair for another to take a life so if you are not a father 
or a mother please beware of this crazy life and protect the ones you love no 
matter what.. .. 
This prayer demonstrates an amazing empathy and 
understanding for mothers and other caretakers who fear for their 
young loved ones. 
Another passage presents a clear story of passionate rivalry 
and suggest a romance novel updated to contemporary urban life. 
My homegirl and I were really cool till the day that guy came. I loved him 
dearly but knew it couldn't be 'cause my best friend was his main squeeze. 
I loved him so much I killed my friend and the very next day he walked away. 
I felt a pain deep in my heart. The pain my homegirl felt the night I got my 
gun and in a minute she was gone. I wish this pain would go away just like 
that guy what's his name? But deep in my heart, I know it won't. "I'm sorry, 
Homegirl, it was all my fault. 
A dedication alludes to lost romantic love. 
When I lost you, you and I both lost me because you were everything I 
loved and you were the person that I loved most from both of us you lose 
more than I because I can love again but nobody will love you as I did. 
The magazine also contains stylized drawings. This style is 
carried over to the text which is written in graffiti-like lettering 
which, at times, is difficult to decipher. This form of lettering 
appears in the history book and on the mural/installation. 
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In reading the magazine, I could not help but think of other 
stories of youth and tragic love where tragedy is caused by conflicts 
beyond the control of the protagonists and friendships are 
threatened by romantic involvements, Romeo and Juliet and West 
Side Story come to mind. It seems that young girls are drawn to 
tragedy and romance. I know I was. It was interesting for m·e to see 
this as an adult in a modern context and expressed in a contemporary 
Latino format. 
The history book project was perhaps the most impressive and 
ambitious. In my opinion, it was the most inventive and complex. 
Filled with stories of the students coming to America and Potrero 
Hill Middle School from their ancestral homelands, the book was a 
whimsical memoir of real and imagined voyages and encounters. It 
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featured the stories of "Queen Tee", "Lil Sonny", "Princess 
Jasmine", "Evil Mary" and "Little Angel" (the authors) and brought in 
others from the class who were part of their clique. It was 
illustrated with California landscapes originally in the book which 
were altered with the insertion of cultural symbols and renamed as 
the Philippines, Africa and Viet Nam. There were other delightful 
combinations of original book images and ones inserted by the 
students. These included witty portraits showing students' heads 
grafted onto forty niner's bodies. Perhaps the most clever 
illustrations were the student's map of the world and the timeline 
of their lives. The climax of the book was the meeting of all of the 
characters. The passage that describes the "Big Meet" reveals a lot 
about the group of friends, 
In 1996, Queen Tee's first friend she met at Potrero Hill Middle School was 
Queen Lil Sonny. Her real name is Linda Nguyen. She just came back from Viet 
Nam. She was the famous queen of Viet Nam. The two queens became very good 
friends. The next year, in 1997, Queen Tee and Queen Lil Sonny met Heidi 
Bis known as Lil Angel and Mary Grace Arrellano, known as the biggest gossip. 
They both came from the Philippines. Lil Angel was an honest person. Mary 
was always saying what she thinks but not what she knows. She was a great pain 
in the ass to all of them but still a good friend. Later on in the year they met a 
very beautiful girl named Princess Jasmine. She was a very nice friend. She 
loves to help solve people's problems and help others a lot. She is a very goofy 
type of girl. She is how we all stayed good friends. In 1998, a handsome young 
man came to America from Jamaica . He was known as "Pimp Kellen". He had 
all the girls. He was rich and very smart. The girls used him as their favorite 
pet. 
Although one member of the group was often criticized by her 
peers, the dominant feeling in the group was one of affection and 
acceptance. The book reveals this in every passage, especially when 
the boys come in to help the girls. "Sir Mett" is one of those 
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gentlemen helpers and he merits his own page and portrait. Two 
other boys are shown as leaders and saviors and they are described 
as "the Ace Leaders." It is interesting to note that one of them is 
Alex, the dominant male in the class and the leader of the 
mural/installation group. 
One story I found particularly interesting was the insurrection 
and takeover of the classroom. In this story, Wesley (one of the 
classmembers who worked on the mural/installation) picks up an 
offending teacher and throws her out the window. Wesley then falls 
in love with Princess Jasmine. What a tale of overcoming 
oppression. What a story of power and love! What a great teenage 
fantasy! 
There is also a confession of forbidden love in the book. In one 
passage, Queen Tee writes about her finding her lover, 
In 1998 February, Queen Tee's dream finally came true. Rodrigo Averilla 
asked her out. They have a great relationship. Queen Tee's parents did not like 
Rodrigo at all. Ever since Queen Tee and Rodrigo got together and started coming 
home late, he and Mom got mad and told the Evil Moe, the security guard at our 
school, to make sure we stay away from each other. Now Queen Tee and Rodrigo 
have to sneak around to be together and from this day on they are still together. 
This is a classic story of authority and freedom, and the 
strength of forbidden love. This story is so typical of young people 
and would probably remain a secret to any adults. What impresses 
me is the freedom that Teeno felt to write about it. This freedom, 
believe, came about because the story could be nestled in an art 
project, an art project that truly belonged to the artists and 
therefore, was considered safe. 
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The primary impression the history book made on me was the 
way this format allowed for so many things to happen: the 
deconstruction of a history text, the free play of imagination with 
facts and stories, the revelation of strong feelings, the disclosure 
of love and a fictional catharsis where oppression is overcome. 
Because of this richness and complexity, the book presented an 
excellent medium for getting to know about the authors and middle 
school life in general. It was also a great, educational experience for 
the students. 
The five group art works are documented in the appendix 
section of this report. The magazine project and the history book are 
reproduced in their entirety. 
CHAPTER V 
FINDINGS: DIALOGIC RETROSPECTION 
Nine Participant Profiles 
To maintain anonymity, the participants in the study are 
referred to by their first names only. 
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Participant #1: Claudia. Claudia is thirteen years old. She is of 
Mexican descent and lives in the Mission District. Her interests lie 
in Latino culture and music from other cultural traditions, 
especially R&B and Hip Hop. Next year she will be a student at the 
International Studies Academy, an alternative high school for 
students interested in international affairs and global culture. One 
ambition of hers is to travel the world. In the future she wants to be 
married, happy and have children. Claudia is a quiet, serious student 
and a member of a small group of female friends who share a 
common ethnic background. In the group project, Claudia was one of 
the artists working on the magazine. In the dialogues, Claudia was 
reticent and uncommunicative at first. Her enthusiasm for the 
projects and for the questions raised increased as the discussion 
evolved and her passion for her culture became the focus of the 
conversation. 
Participant #2: Elvira. Elvira is thirteen years old and of mixed 
Guatemalan and Mexican descent. Elvira is a community-minded, 
socially conscious young woman who volunteers at her neighborhood 
community center. There she assists a third grade teacher "doing a 
little bit of teaching and working in the garden." She lives in the Bay 
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View neighborhood. Her biggest dream is to "live a happy life" and 
her ambition is to be a teacher. Next year she plans to go to Thurgood 
Marshall High school and eventually she wants to attend the 
University of California at Berkeley. Elvira is part of a small group 
of friends who are passionate about Latino culture. She is very proud 
of her cultural heritage and is extremely concerned about 
contemporary trends among young Latinos, especially gangs. A 
dynamic young woman, she was the leader of the group who worked 
on the magazine. Elvira was also very talkative and eloquent in the 
dialogues, especially when articulating her ideas about advancing 
social change. 
Participant #3: Michelle. A bright, charismatic and confident 
fourteen year old, Michelle was the moving force behind the 
celebrity collage project. Her interests lie in the theater and she 
was the star of the honors drama class theater production this year. 
She also had a major part in writing the play for that production as 
well. Michelle is of mixed European and Filipino descent and lives in 
the South of Market District. Next year she plans to attend the 
School of the Arts. Eventually she wants to be either an actress, TV 
talk show host or a teacher, which she sees as rather similar 
vocations. Michelle has a great sense of humor. She was also very 
articulate and focused in the dialogues, volunteering a great deal of 
insight and information, especially about artistic process. 
Participant #4: Marilyn. Marilyn also worked on the celebrity T 
shirt project. She is thirteen, was born in the Philippines and lives 
in the South of Market District. Next year she plans to go to Galileo 
High School. Appearing at first encounter to be quiet and shy, she is 
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actually very talkative and outgoing. Marilyn is also enthusiastic, 
energetic and cheerful and wants very much to succeed at everything 
she does. Her primary interest is in music. She plays the trumpet in 
the school band and she plays four other instruments outside of 
school: the barbraphone, the organ, the drums and the guitar. Very 
proud of her heritage, her dream is to some day go back to visit the 
Philippines. She likes to be active and be with her friends and is 
interested in eventually having "a stable job." 
Participant #5: Wesley. Wesley is a handsome fourteen year old 
African-American young man with a lot of style and personal 
magnetism who is the favorite of the girls in the class. He comes 
from a large family and lives in the Mission District. His ambition is 
to be an actor and next year he will attend the School of the Arts. 
Wesley's interests lie primarily in movies; he wants to live in 
Hollywood and his heroes are African-American actors, Wesley 
Snipes and Marlon Wayans. I think Wesley is more comfortable 
performing on stage as someone else. In the dialogues he was 
reserved and didn't appear to be deeply engaged. However, he did 
brighten up and speak at length of his changed perception of art and 
art-making in the mural project. Through involvement with it, he 
came to appreciate the communicative power of art and to value it 
for that reason. 
Participant #6: Teena. Teena has a quiet, self effacing quality 
about her which is deceptive. After watching her in action one comes 
to realize she is the central figure in the class, setting an example 
for others and subtly setting the tone. It was her quiet enthusiasm 
and energy, and her embracing of the projects that gave the others 
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the "permission" to get involved. If Teeno thinks it's cool, it's cool. 
An intelligent, thoughtful, industrious and creative fourteen year 
old, Teeno was the leader and primary worker on the history book 
project. She originated the idea of the book, wrote a good portion of 
it, assigned jobs to members of her team and kept her group on task. 
Teeno was especially expansive and generous with her thoughts in 
the dialogues. She had many insightful and impressively astute 
things to say, especially about group process and the importance of 
her friends. She is of Samoan descent and lives in the Oakdale 
neighborhood. Next year she will attend Philip Burton High School. 
Her interests lie in movies, music and "good looking clothes". Her 
aspiration is to "have a happy life." 
Participant #7: Mary Grace. Mary Grace is known by her group 
of friends as "the gossip". She doesn't like this designation much 
but she admits to being a storyteller and liking to tell stories about 
her friends. In the dialogues, she was self effacing, very reticent to 
acknowledge her abilities as an artist or as a creative person. As the 
conversation progressed, she became more comfortable talking about 
her role in the projects and her insights into the experience. For 
Mary Grace, the highlight was interviewing her brother for the book 
project. Mary Grace is of Filipino heritage and she lives near San 
Francisco General Hospital in the Potrero Hill/Mission District. She 
is the beauty of the class and she seems to be very popular with 
many of the boys. Next year she will attend Philip Burton High School 
with her friend Teeno and eventually she plans on finishing college 
and being a veterinarian. 
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Participant #8: Kenny. A math-whiz and technology enthusiast, 
Kenny was the prime mover behind the play station video game box 
project. He is fourteen, of Chinese descent and lives on Potrero Hill. 
His dream is to travel the United States "because you have to know 
your own country before you can understand the rest of the world". 
His ambition is to be a computer systems programmer. Kenny has a 
very quiet but powerful demeanor. He was reticent about talking in 
the dialogue. Most of his answers were either "yes" or "no". It was 
difficult to draw him out but he did warm up and speak about 
technology when the conversation came to that topic. A very 
studious, high achieving and academically competent young man, he 
will attend Lowell High School next year. 
Participant #9: Chris. Chris is the maverick of the class. A bit 
of a loner, rebel and trickster (he seems to always be in trouble 
with the teachers), Chris is nonetheless liked by his peers. When all 
of the other students worked together in groups, Chris decided to 
work by himself. This seemed to amuse the other students. Of 
European descent, Chris lives in the Mission District. He comes from 
a highly artistic and culturally sophisticated family. His mother and 
father are musicians and his grandmother a prominent civic leader 
and champion of the arts. Chris is also coping as best he can with 
the divorce of his parents and subsequent relocation of his father to 
southern California. He talks a great deal about his father in very 
loving and longing ways. Actually, Chris is an ardent talker in 
general and he is an avid artist. His principal interest is in music 
but he was a primary player in the honors drama class theater 
production this year. He has a strong interest in African culture and 
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wants to travel to Africa. He will attend the School of the Arts in 
the fall and hopes he will eventually "make a lot of money". 
The Art Projects as Described by the Participants 
Artwork #1: The Mural/Installation. Wesley explained the imagery 
and message of the mural and installation. 
We did two murals that were about violence. One said "stop the violence" 
and had a guy like pouring out some Pepsi and it said "all the dead homies" 
and then we, like, put down paper so people could down their dead friends. 
On the other side we had like one dead body and then it had like a body 
outline and it said "stop the violence" over it 'cause those two 
people were dead. 
When asked about the Pepsi can, he explained, "Because it's like 
gangsters and stuff, they like pour things out. They like get the 
homies and throw them out and bust them." In explaining their 
intent, he stated, "We just wanted to stop the violence and get to 
people." 
Artwork #2: The Celebrity T shirt: Michelle gave a brief description 
of their collage, 
Well, me and my group we made a collage. We cut out some magazines 
and just started making a collage of things we liked. We all like celebrities 
so that's how we got the celebrity collage. Then we decided we wanted to make 
T shirts so we could say " I did this project with my best friends and we like 
the same things." We're, like into fashion, clothes and stuff, too. 
Artwork #3: The Magazine: Elvira described the magazine, 
It is like La Viva Loca , a magazine for Latinos, made by Latinos, for La Raza 
by La Raza. I like that magazine. It's about gangs, things that had to do with 
gangs, like bad poems in a way. Things about art, about gangsters. 
One of the drawings is of two home girls and on the cover there's like 
a drawing where there's a boy crying and a girl crying because they 
lost each other, like they broke up and like they're really sad because 
they really liked each other. 
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Artwork #4: The Video Playstation: Kenny spoke for his group about 
the project, 
We made a video play station-like box. It was a three dimensional collage, 
really with all those pictures from the magazines We like those games. 
Some people wanted a play station and some people wanted sixty four so 
we just combined the two. 
Artwork #5: The History Book: Teeno explained her group's project 
and the intent behind it, 
I came up with the idea that we should write our own history and that we 
should write one page about us first about ourselves and where we were 
and how we met and everything in our group, And then we put all those 
pages together about us and what happened between us. So basically we 
did a lot of writing, cut out pictures and made little collages of ourselves, 
of the characters. We painted on the cover 'cause it was like leather 
embroidered with pictures on it...lt was like the same as we read in social 
studies class but make it about us instead of those other people in the social 
studies books. So it was like, "why don't we write our own history?" 
..... Cause, you know, that usually there's other books that we read that have 
other stories about other people but now we have__QY[ book that we made 
and its_our pictures in it and our stories in it. We made our own map. 
The ocean was part of_QjJ£ name and we like had....Ql!f own ocean and our own 
country! 
Themes from the Dialogues 
Many of the themes that surfaced are directly related to the 
research questions. They fall into three general categories, 
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1. process or how the art projects worked, 2. learning or what the 
students learned in doing the projects and 3. the broader themes 
revealed in the dialogues. 
Dialogues on Process 
The participants had many comments on their experience in the 
project. We began our discussions with idea generation or how the 
students come up with their ideas. For the most part, the personal 
book concept was similar for all participants. The project and the 
components of the book were agreed upon by the class. Each student 
generated ideas within the parameters of the general assignment. 
Ideas flowed from looking at images in magazines, using photocopies 
of photographs of themselves, writing and drawing assignments and 
looking at slides of contemporary art work whose subject was 
storytelling and self portraiture. Michelle describes her book, 
Actually on the book, it was all about us, It was about how we feel, what 
we like and our relationship to our culture and stuff so ... on my back cover I 
expressed myself with what I like. It was the same thing, a collage, right? I 
put a collage of my friends, our pictures and everything like that so. The 
other things in the book? Oh, actually I got ideas from looking at those slides, 
those really cool pictures on those quilts and those paintings. 
Michelle also had some insightful comments about the nature of 
imagination by comparing reading a book to making one's own 
artistic statement. 
Creating your own stuff is like when you read a book, you go somewhere else. 
Your imagination really picks you up. It's kinda like the same thing. When 
you make your own art, you can really use your imagination. In the book it's 
a ready-made story so you already know but when you do an art picture 
you don't already know. It's your own thought. So that's the difference. 
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There was a natural flow between the two projects for many 
of the participants. Ideas generated in the first project set the 
stage for group exploration. Michelle, whose T shirt project was 
similar to parts of the book project in technique and materials, 
talked about the flow of ideas from the first project to the group 
work. 
It was so much fun doing the first one, that I don't know, I just had to do 
it a second time. We just started cutting and once we started doing the 
collage, ideas started building up into better ideas and making it even more 
better and we were, like I said, teamwork and you put in every little bit, it 
can make a whole picture. 
The Group projects were the primary focus of discussions on 
idea generation and process. Michelle talked about the dynamics of 
her group's decision-making and the collaboration in general, 
We agreed on more stuff than we usually do. That's really unbelievable 
'cause when we were cutting out stuff we agreed that before we put anything 
on the picture we would have to agree on if we like it or not, If one person 
didn't like it that we can't put it because that means we don't agree all on it. 
I liked the cutting out stuff. No, actually putting things together 'cause when 
you put it together you really have to think about what goes with what and we 
were thinking about couples, star couples and we were putting them together 
and stuff like that and figuring how to do it and we were brainstorming really 
hard and we were just making a big picture out of what we were cutting. 
I also noticed that one picture needed another picture to make a connection 
between the two and it was like the pictures needed each other just to make a 
whole thing big. 
The History book project involved a more open process with 
people outside the original group becoming caught up in it and 
contributing stories, pictures and ideas on drop-in basis. Teeno 
describes what happened, 
More and more people got involved with it, It was fun because other students 
were coming up to us and saying, "why don't you put us in your story?" 
and it was because other people that weren't in our group, they were helping 
us too. They were just, like, "put me as the good guy and put him as the bad 
guy!" and all that stuff and just, "put us as helping you guys". That's how 
we made up the story about us meeting with the boys and stuff. 
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Teeno explained the use of available materials in generating ideas 
for the book project. 
A lot of stuff popped into my head. You know what really helped us 
out in the project was the pictures in the book that you gave us and 
then, like, some of the pictures were similar to our stories and then, 
I was like, "Why don't we pretend that this picture right here is the 
place where we came from?" And so we just pretended it was the place 
where we came from. That book really helped us out. 
Yes, stuff was already there. We just pretended. We changed the words 
and we just used the picture as like, "this is the place of the Philippines," 
and there were pictures of people working and we just used the people 
in the pictures as the people inside the Philippines working. 
Teena's pivotal role as instigator kept the group from 
dissolving into chaos. She took her role as leader seriously and put 
in a great deal of out-of-class time on the book. She came up with 
especially thoughtful and inventive ideas, the map and the glossary. 
She gave us insights into her process and her innovative ideas. 
It was easy .. but in a way it was hard. To me, I think I did most of the work 
out of all of them 'cause I was taking it home and I was telling most of the 
group what to do. Like, telling them, 'Why don't you take this home and 
write about yourself? write a story ... And I had to draw the map, 'cause I was 
like, "Why don't we have our own map?" and then I was gonna write a glossary 
because in the back of the social studies book they always have a glossary or 
something. 'Cause I was thinking maybe some of the grown-ups might read 
108 
this and some of the words we use, some of the grown-ups don't know , so I was 
thinking we could put some of the words in a glossary and if they don't know 
it means, they can look it up and in the back and see what it means. 
Kenny described the democratic way his group, the video 
group, made their decisions, "We did like a vote thing and a 
brainstorm thing. We liked the books so we decided to do that to the 
TV." 
Above all, the group projects were the most popular with the 
class. Everyone, with one exception, did and liked the collaborations 
the best. There were two primary reasons for this: the fun of 
working together and the ease involved in sharing the work. Here are 
some participant quotes on the joys of working together, 
I liked the second project with my group because it was a lot of fun with 
my friends doing something together, something we can learn a lot through, 
like teamwork. (Michelle) 
I like cooperating with my friends, because it's more easy doing stuff. 
(Marilyn) 
It was fun. It was "cause there was a whole Iotta work so it got tough but 
when we did the murals, everyone was working together so it was fun. I 
like the group project the best 'cause we had to work with each other 
instead of our own stuff. I like group stuff. (Wesley) 
I like the social studies book better than that one (the first project). Even 
though it was fun with all the pictures and everything, but I like 
the social studies book because it was more work, more to think about, 
and when 1 was doing the book, I was thinking about all my friends and how 
close we were. And, you know, it's fun to work with my friends! (Teeno) 
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Constructing Knowledge About Oneself 
Art-making as a learning process was a central focus of the 
research. Does art practice help us to construct knowledge about 
ourselves? According to six of the participants, it does. Michelle, 
Elvira, Mary Grace, Marilyn, Chris and Teeno all saw a direct 
connection between art-making and having insights into oneself. The 
book project, because it was directly focused on self, was the more 
educative about individual's lives than the group projects. 
Michelle stated, 
Actually, yeah. I learned sort of a lot about myself. You know the picture 
I drew? I sorta thought that the images I cut out in place of my heart 
and my brain was what I think. It was an artwork that I was expressing 
for myself that...'cause I'm sort of mixed cultured and sometimes people 
judge you for how you look not what you are inside and that's what I was 
trying to put out. I learned that was what I was thinking, I learned that 
about myself. 
When asked about what she learned about her art-making 
preferences, Michelle gave us insight into the learning process and 
stated, 
Actually yeah, I learned what I like. Art is really something you express 
yourself through and when the picture is actually done, that's when you 
can actually learn because that's when you can really see what you do and 
then you can try to figure out what it means to you ... and when you do, that's 
a good feeling. 
Elvira believes that art-making in general helps one to learn about 
oneself. "Like, with every piece I do, I learn something new about 
myself. 1 mean, whether it's just a rose or a circle and a square, I 
mean you're learning things." When asked to explain how one learns, 
she stated, "Through sorta looking, I guess. And maybe it's just 
110 
thinking. Its like, "hey, that's me, that's what I think, that's how I 
do it!" 
Chris loves to make art and does so prodigiously. He spoke 
about his experience with this art project in talking about what he 
learned. 
I learned that I really like painting! I liked working with the watercolors 
and I find painting allot easier for me than drawing because there's fatter 
lines with the paintbrush and less details is easier for me. That self portrait 
I did, that worked out really well 'cause I used the paintbrush and just a 
little details. 
Marilyn is very enthusiastic about what she learned about herself in 
the book project. 
Yeah, I learned how to write about myself and what is my character 
all about. I like that a lot. I liked what I learned about me, am I a good 
person, am I so kind? 
Wesley, Claudia and Kenny all said they didn't think they learned 
anything new about themselves but they did enjoy expressing and 
revealing information about themselves in the book. Kenny stated, 
"I didn't learn about me so much or my friends but I did have fun 
doing it. It's fun to just..., you know do stuff about yourself." 
Learning About the Topic Explored in Art 
Some of the participants believe they learned about the topic 
they made their artwork about. Others felt they were expressing 
things they already knew. All agreed that the information they were 
focusing on was enhanced by their imaginative manipulation of it. 
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Teeno was very surprised and pleased about learning what she 
already subconsciously knew about social studies books. 
I didn't know I knew so much about social studies books. I didn't pay much 
attention to it. I just look at it. .. 'cause my teacher says, "Just open 
it and read it" and I usually don't read it. You, know, I didn't know I knew so 
much stuff. I didn't know we had all the maps and stuff and about the people and 
all that history. I didn't know that but I noticed when we started doing the book." 
She also made an insightful comment which touched on the role of 
imagination in generating empathy and understanding. "I felt like I 
was one of those old people from the past and I put that in the book." 
Kenny believes that looking through all the video game 
magazines and selecting images introduced him to new games. 
"There were some video games that I didn't know were out there yet. 
So I learned about them and the magazines too." Wesley 
acknowledged that he learned through "interviewing" and writing 
about his special object, his house key, for the personal book 
project, that he got a sense of what it means to be a key. 
Yeah, 1 talked with the key like you said and then I go like .. "hey, key 
how does it feel to get stuck in that key hole all the time?". Ha, Ha .. l don't 
think keys like it, ya know, so it goes like, "I don't like it. So stop it!" It's 
a lazy key. 
Mary Grace believes she learned about her cultural heritage in 
making the personal books. 
Yeah, you guys brought in some little culture papers and they had giants and 
pictures on them and I found out that one of them came from a city I didn't 
know so I looked it up and it was kinda interesting finding out about that 
'cause I'd never heard about it. And then my friend told me about that and I 
was like, "For real?!" And another thing I found out was that Viet Nam and 
a lot of the islands· in Asia were, like, similar, like the Philippines. 
Claudia expressed the same sentiment, 
Oh, the pyramids in Mexico! I had never seen some of them before and 
when I saw them I had no idea that they were from Mexico. They seemed 
like they were from Egypt or something! 
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Michelle also found she learned about her cultural heritage in doing 
the books. "Yeah, I actually learned about my culture when I was 
cutting for the artwork. I didn't know there were so many artworks 
that Filipinos could actually do." Chris learned about his family 
when he interviewed his mother for the book. 
Well, it made me realize that most of my family came from pretty much the 
same places. Like my grandfather grew up in Nebraska. He's German and 
that's where he met my grandmother. They both grew up in Nebraska. I never 
knew that. 
Mary Grace learned about her brother when she interviewed him. 
I really liked the interview part 'cause I interviewed my brother. I really 
love my brother so that was really cool to interview my brother. I never 
knew that me and my brother had so many things the same. I didn't know 
that. So when I interviewed him, I was like, "are you into that kind of stuff? 
Really?" 
Learning About and From Peers 
The group art projects presented an opportunity to learn about 
each other and from each other. Michelle, Teeno, Marilyn and Mary 
Grace believe they learned about their peers and from their peers 
during the second project. 
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In speaking of working together on the T shirt collage, Michelle 
commented, 
Well, I didn't really learn about me but I learned about my best friends, 
what they like and what we thought about this person or that person and 
we got to really know each other just through the simple images and what 
we thought about it and we got to like mix our ideas together and that way 
you create a whole picture. I learned a lot of agreeable stuff. We have a 
Jot of agreeable stuff, me and my friends, more than we knew. 
Teeno found that the group project was a way to make friends 
and learn about other people. 
I got to get closer to one of the people ... you know Kellen? I'm not 
really close to him but ten I got to get closer to him. I would just 
see him in class and say hi and all that stuff. Now we're closer 
'cause one of my friends, Jasmine, is closer to him and she brought 
him inside our group and, ya know, that's how I got to get close to him. 
And me and him started talking and we're close friends now and that's 
why I'm happy we did that project. 
When asked what she learned about her peers in working on the 
history book, Mary Grace expressed appreciation and said, "My 
friends are pretty creative, actually. They're more creative than 
am." When asked what she learned from her peers she said, 
Oh, 1 guess they brought the art out of me because they're more familiar 
with art, with that kind of art than I am. Yeah, they kinda opened up the 
door a little bit more and said, "hello, this is what you can do! and I'm 
kinda happy about that 'cause I wouldn't find out that by myself. I'm a 
better drawer than I thought I was! 
Marilyn learned about group dynamics from working with her 
friends. She made two statements about the group, 
1 learned to cooperate with them because I'm the only one who used to sit 
back of them ... l would just go sit and they would call me, "Marilyn, come 
help us over here!" and then I would just carry stuff for them. I like 
cooperating with others. 
Yeah, I learned a lot about them. I found out that Michelle likes Michelle 
Kwan, the ice skater that was in the Olympics, and then I just found out 
my other friend. Charrylin, likes to do some cut stuff and that Ruby likes 
Hanson. 
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Although he worked on his own project, Chris was a keen 
observer of his peers. He had this to say about what he learned from 
watching the others working in groups, 
I guess I learned from watching the groups. I learned that a lot of people 
have, like ... their interests are extremely different. In their art projects 
some people wanted to do the mural about their dead homies. Some people 
wanted to do collages of things like music groups that they like and it's 
interesting to see the variety of things people are interested in and like, 
some times they're really closed-minded about something. They think 
something is ugly because they don't like it. But that didn't seem like the 
attitude of most people in the class. The seemed pretty positive about stuff. 
Learning about Art 
Rethinking art, what it is and what it does, was of primary 
importance in this project. Many of the participants found their 
definition of art was transformed by the experience. The 
presentation of a variety of unconventional art pieces in the slide 
show doubtlessly expedited this response. Michelle, Wesley, Kenny 
and Chris all touched on their new conception of art. 
Michelle was impressed and surprised by the slides of new 
genre public art which depicted collaborative projects such as a 
hydroponic garden, a candy wrapper designed by members of a union, 
and a yard strewn with television sets showing video tapes on gang 
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violence. Her prior conceptions of art were challenged by the novelty 
and variety of expression presented and she began to see art in a 
whole new way. 
When I first saw those slides, it was like, "Is that an artwork or is that 
like a piece of statue?" 'cause when I think of artwork, I think of painting, 
drawing, those. Those are really different kinds of artwork and I was 
really confused at first but then when she started explaining it, I started 
getting the idea that there are different kinds of artwork, that doesn't 
necessarily have to be what you think it is but it's sort of like about why 
you want to do it and how it works for you. 
When asked what he learned, Kenny spoke of a more flexible 
definition of art that he had come to accept because of his 
experience in the art project. 
I learned more about art, what art is. It's all up in the mind. It's a 
person's opinion. Something could be art to one person and not to 
another person, like those art things you showed us. They didn't look 
like art to me, really. They were different! 
Chris, who has taken many conventional art classes, noticed 
how different this project was from those he encountered in his 
prior experience. He seemed to comprehend that the focus of the 
project was on the conceptual aspects of art, not on formal 
qualities, technical expertise or craftsmanship. He could see that it 
was about thinking, approaching issues imaginatively and 
communicating ideas. He was appreciative of the experience and 
said, 
It was really nice for you guys to come and do it with us 'cause I've 
never done anything like this. Like it was really different, the art 
and all. There was a lot of stuff I learned was art! I don't know what 
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subject you call it, like it's more like creativity, I guess. 
Wesley worked on the mural/installation project and rethought 
his ideas about art when he realized its pertinence to real life 
issues and its communicative value. When questioned about his 
evolving attitude toward art, he said, 
My idea of art has changed, I guess. I think it's funner now 'cause 
I used to think it was boring 'cause there was no need for it. I thought 
most art, it really didn't say anything. It was like a drawing. That was it. 
I think it can say anything now. Like ours, "Stop the violence!" 
Wesley's response points up the importance of relevance. Young 
people are generally not interested in academic or artistic exercises 
that do not correspond to their lives. For art to be absorbing or 
interesting it must speak to things that matter. It must have 
meaning. One of the lessons the students learned in this project is 
that art can have meaning and it can come in novel, unconventional 
forms that enhance that meaning. Although they were initially 
surprised by it, the students appeared to be very open and accepting 
of this lesson. One could say they were ready and hungry for it. It fit 
their needs. 
Pleasure in Making Art 
The pleasure of art-making was the most consistently 
mentioned part of the projects. Participants unanimously proclaimed 
that the projects were "fun". Reasons for the projects being fun 
ranged from the joy in working with others, to a sense of 
accomplishment in finishing the projects, to the therapeutic 
experience of expressing oneself. 
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Kenny, when asked if he enjoyed the projects said yes and 
commented, "After I accomplish something I feel good." Claudia also 
liked the sense of accomplishment she experienced. "It feels so 
good .. because you have achieved something and you know that all you 
did was for your friends and everything." Teeno took pleasure from 
the challenge her group project presented. 
Yes, it was fun. The pictures, the drawing and it was like the stories we made 
up. I think ours was the hardest. We had to draw, we had to do the paintings and 
we had to do a lot of writing and cutting out. The other groups were like, "You 
guys did the hardest one." But we had to write a lot. I like the writing. I 
love to write. That's why I started the social studies book. It was hard but 
it was fun! 
Michelle appreciated the camaraderie she found in the group project. 
"It was really fun and exciting to do, doing it with my friends the 
most. It was really cool and it was something we all 
agreed and liked to do." Marilyn liked working with art materials. 
"I like doing that because we got all those glues and materials and 
stuff. I like materials. It's so fun! It's so great!" Mary Grace enjoyed 
self expression in working on her self portrait book. 
Yeah, 1 liked making it a lot. It's more about me. That could sound conceited 
but it's kinda funny. It was so much fun because I wanted to work on some 
art besides drama and I liked making something about me, just me and now I 
kinda found it and that's pretty good. 
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Self expression and the therapeutic aspects of art-making are 
important sources of pleasure. Elvira finds enjoyment and emotional 
release in writing and painting. 
"In poems and art I express myself and that really helps. So, I mean, I 
Jove doing that because if I can't talk to anybody about my problems or 
something I'll write about them or draw and it makes me feel better. 
Chris finds a great deal of gratification in making art and plans to 
make it a continuing part of his life. 
I want to do a lot more painting. I love painting. I want to try oil paints, 
spray painting, like graffiti art. I want to do all the arts. I've done abstract. 
I've done a lot of art and I always like it but I've also done very little art 
compared to what's left to .. compared to what I haven't done. Like, there's 
a lot left I want to experience. 
Art-making. Freedom and Voice 
In discussing their views on the purposes of art, the 
participants, consistently referred to the freedom the artist feels 
when making art. This sense of liberation springs from the 
participant's belief that art functions only as self expression for 
the individual who creates it and is above and beyond the judgment 
of an audience. The participants spoke passionately about the role of 
art as free self expression. Art-making is one of the few instances 
in which young people believe they are at liberty to be themselves 
without judgment or coercion from others. Michelle gave us some 
insight into her thoughts on self expression through art. 
For me, I think that artwork is sorta like just your own 'cause it brings 
out the inner part of you that sometimes doesn't want to come out. It's sort 
of like a clown. Sometimes people are scared of clowns because they bring 
out the inner stuff inside of you that you don't want to get out and sometimes 
that's the way art is. 
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Chris talked about the license art-making gives him and how outside 
criticism can ruin that sense of freedom. 
Yeah, because it gives me freedom. I feel really free with my ideas when 
I'm doing art because if I don't have someone judging my artwork then I 
don't have ... l should put all of my effort into my artwork ... but if someone 
is judging my artwork then it's like if I do something wrong, it won't be 
ok. 
He touched on the liberatory magic of imagination and art-making 
when he said, "It gives me freedom to change the ways things look." 
When asked if she thought her work would have any effect on others, 
Michelle conveyed her feelings about the personal, almost private 
character of her artwork. 
Actually, I don't know if it can effect other people 'cause I don't think 
it's their business to judge what I like. It's for me, not them. I really 
don't care what people think. It's what I think. If they like it, ok. If not... 
In a slightly different vein, Marilyn expressed the desire to make 
works whose meanings are secret. "I want to make abstract 
paintings that I am the only one who can understand it." When asked 
about showing her personal book to her parents, she replied, 
Well, I will show them but they won't understand it. I'm the only 
one that will know. It's just that they will wonder, "What's this 
all about? I can't understand it." and I will just tell them that I'm 
the only one that knows what the meaning of it is and I will just keep 
it by myself. 
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This sense of ownership and secrecy is a very attractive part of art-
making for young adolescents. An art-making is one of the few 
adult- sanctioned actions an adolescent can control as he or she 
pleases. 
Wesley and Elvira were the only two participants to put any 
real credence in the communicative role of art. Elvira had some very 
insightful commentary on audience and voice. 
In a way it's like freedom of speech. I mean, sometimes I'm not good at 
talking in front of large groups of people and if I do art, I can tell them 
what it is. I can explain it and they look at it and they understand a little 
bit. I feel good. I mean, people who look at my stuff, they want to learn 
about it, They're interested because they want to ... lf they weren't interested 
they wouldn't look at it. So, I'm like, "If you don't want to know about 
my thing, don't look at it. But if you do look at them, you have to look 
at them with respect." Just the way Frida Kahlo ... look at her wok with 
respect. It's the same thing. 
As mentioned earlier, Wesley didn't find art interesting until 
he worked on the mural/installation, reflected on his experience 
living in a neighborhood full of public political art and realized that 
art could communicate ideas to others and be a medium for teaching. 
He had this to say about the way art teaches. 
Yeah, it's like, if you see something all the time, you like learn from it, 
instead of seeing it once and walking away from it. If it's in your 
neighborhood then everybody sees it and then they pass by it every 
day and then they're like, "What's this mean? Oh, I get it." 
All participants see art-making as giving them voice whether they 
are communicating with themselves or the world around them. 
121 
Art and Change for the Future 
Art and art-making as strategies for making change in the 
world was an intriguing concept to most of the participants. To 
introduce the idea of actively attempting to change one's personal 
future or the future of the world, I asked the participants about 
their attitudes toward the future in general. The answers ranged 
from having a well delineated school and career plan to vaguely 
defined hopes of being happy. 
Kenny is perhaps the most goal-oriented and organized of the 
participants. He has his future planned out. After we talked about art 
and its potential for changing lives, he said that he agreed that 
creating an artwork could lead to a sense of agency. 
Accomplishing something, you know, like, when I make something, 
or like I figure something out like a math problem, I feel good, like 
I can do other things. It's that feeling of accomplishment. It could be 
that way with art. You make stuff with art. 
As for social change, Kenny hadn't thought much about 
oppression and economic or social inequity. The idea that art was a 
contributor to change was also foreign to him. He saw change coming 
through technology and it was a transformation in customs and 
access to information. 
1 think it's all gonna be in computers. Everybody will be talking on the 
net. It's already happening and I guess, it's changing stuff. It's making the 
world seem pretty small. Like I get e-mail from lots a places!" 
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The other participants are concerned with the social problems 
in their neighborhoods. They see a need for change. Michelle has a 
positive attitude toward the role art could play in transforming the 
world. especially when individuals collaborate. Change, according to 
Michelle, is incremental but it can happen when we all contribute. 
Actually, let's start with the world. Well, to change the world it can't 
be just one person. It takes everybody but you can help to add a little 
piece to it. So if you do artwork, you could sorta do peaceful artwork and 
just to show people and when they see what it's gonna mean like peace 
and everything like that. So you're adding just a little bit but it makes a 
big difference. 
Wesley echoed that sentiment. "It's hard to do. You can't just do it in 
a couple days. It's gonna take a lifetime." 
Claudia was less sanguine when asked if art-making could 
advance social change. " No. Because you can try and change things 
but you ain't never going to change them even though you think they 
did. They're not going to change." 
Teeno says she never worries about her future. To her, what 
will happen will happen. When asked if changing a history book could 
give a person the idea that she could change the future, she smiled 
broadly and agreed it could. To Teeno, collaboration is the key to 
empowerment. "We probably can change things if we stick together 
and then we really can change something in the world. We can 
probably change at least one thing!" 
Of all of the participants, Elvira has the strongest belief in the 
power of art and the necessity of tapping that power. She is a keen 
observer of her world and has a great deal to say about it and the 
potential of art making to help change it. When asked if making art 
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and working together gives her a feeling that she can change things 
around her, she spoke of the problem of gangs and violence in her 
reply. 
Yeah, it does in a way because I would like change but I think about gangs, 
north side, south side. I really don't know why this whole thing started 
'cause we all come from the same place. We all have red blood and we're all 
Latinos so it's just.. .We're killing each other. Our colors doesn't matter and 
I've seen people get jumped just for their color, just wearing a color. "you 
can't wear that color!" and they just jump 'em and it's stupid! Why would 
you want to fight for a color? 
Elvira lives in a community that has a strong tradition of 
collaborative art which focuses on social issues. Taking inspiration 
from her neighborhood, her solution to the problem of gangs lies in 
coming together through art. 
With artwork, by uniting them like if I had a class where it was art, I 
would invite them to come and I would put rules. "You know what? No 
weapons! no fighting! You're all Latinos here so you can't do anything 
about it. You guys might think you're tough but you're nothin'. You're 
just Latinos who come here to do art!" And I would love to make them 
work together. Like make a mural or something and teach them, "You 
know what? You guys stick together. If you guys could work together 
in the community, you guys could make something big. You guys could 
stop the gang violence and make something instead of walking on the 
street, throwing up signs and fighting for a color that in the end is only 
a color. It's nothing." That's what I would do. 
Relationship to One's Heritage and Culture 
The dialogues about heritage revealed that the participants 
were, for the most part, very aware of and proud of their ancestry. 
Their participation in shaping culture today, whether within their 
ethnic traditions or in contemporary American youth culture was 
. :1 
,, 
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less explored by them. This project and the dialogues presented an 
opportunity and challenge to think about themselves as culture-
makers 
Kenny is of Chinese descent. His background is important to 
him and he thinks of his parents' and grand parents' traditions as his 
culture. In our dialogue, we talked about computer culture as 
contemporary culture. He acknowledged that he hadn't thought about 
it that way but computer technology was a defining force in the way 
the world was evolving. When asked if he thought he might be a 
potential contributor, he thought for a bit and acknowledged that he 
would like to be. 
Kenny believes that the internet will most likely be the most 
important factor in the customs and practices of the future. He is 
intrigued by the role the internet can play in disseminating 
information and bringing people together. "I spend a lot of time on 
the internet. I talk to people and it's fun, interesting, sort of, like 
learn a lot of things about things." I told him that the internet is 
being used by artists as an art medium and that websites are a 
fashionable artform. He seemed amused at the linkage between art 
and technology. 
Mary Grace has a strong sense of her Filipino ancestry and sees 
herself as part of a cultural continuum. When asked if she believed 
herself to be contributing to her traditions, she commented on the 
mutability of culture and replied, "Yeah, ya know you can make your 
own style in your culture and it might become popular and you never 
know, it might be handed down to the next generation." 
Michelle expressed a similar opinion. 
Actually, when you do something on your culture, even though it's a 
research project or an art painting or if you're doing something 
simple like a term paper on it, you always get the feeling that you're 
being with people, that your knowledge is creating more stuff about 
it. 
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Claudia is extremely proud of her Latino heritage and believes 
her artwork would be very different if she came from another 
background. She believes she is contributing to her culture and 
thinks that her future artwork will be about "the same thing, my 
culture and everything, my heritage, where I was born and about my 
people." 
Elvira has strong feelings about her Latino culture. 
Yeah, like I'm really into my kind of cultural stuff, I like learning 
about other cultures too and I like concentrating on my thing like ... 
having shirts that say "Brown Pie" because I feel I have to tell people 
this is my culture and I love my culture and I just want to tell people 
I'm proud of being a Latina. I'm proud of being La Raza, right? So by 
making the magazine I'm showing people, you know, "Look at my 
magazine! You can see what I am all about. I mean just because I 
draw like this or write like that or look like this doesn't mean 
I am a gandillera or a gangster. It means I like this style. 
Chris is the only participant who, although he is very proud of 
his family, is not enamored with his cultural heritage. His Euro-
American background isn't as interesting to him as other cultures 
are. When asked if his art reflects his heritage he replied, 
No, not really. That would make my artwork kinda boring, it seems 
'cause I wouldn't use the other traits of my background. Like I want 
to be part of other cultures. It's not ethnicity because. I can't change 
my ethnicity or anything but I want to contribute to the African culture 
even though I'm not from there. I really want to travel there. I don't 
think that since I'm full-blooded European, I don't think it changes 
how I do my art. 
He does, however, see himself as a culture-maker. 
Oh, yeah. You know, people ... when I make an artpiece, people will look 
at it and they'll see I made something different. If I travel, like go to 
museums and stuff, I'll learn about the different kinds of art different 
cultures do. When I portray images in an artpiece it might add something 
to all the cultures. 
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Chris's responses could be viewed as problematic. His belief 
that his cultural background is "boring" might be seen as a 
consequence of his lack of knowledge and comprehension of his own 
cultural heritage and unconscious biases. Chris, as with so many 
whites, does not understand that Euro-American culture is not 
monolithic. They view Euro-American culture as the norm against 
which other cultures are compared and contrasted. According to 
white Euro-American culture, non-western cultures are just that 
"non-western". They are "ethnic" while western culture is not. This 
conception is at the root of racism. 
Schools (and museums and many other institutions) perpetuate 
this conception of white culture. Chris and his peers (all of us for 
that matter) are recipients of many overt and subliminal messages 
to this effect. White culture is made transparent and pervasive. It is 
not deconstructed, challenged or decoded. Its normality is taken for 
granted. No wonder it's "boring" to a young adolescent. Chris' 
remarks point up the necessity for schools and other institutions to 
directly address the notion of whiteness, to challenge the idea that 
western culture is the norm, and to teach that Euro-American 
culture is many faceted, complex and just one among many cultures. 
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Chris must be given some credit for his interest in cultures 
other than his own. As a young man in San Francisco he has been 
exposed to a diverse group of people. His desire to "contribute to 
other cultures" may not be possible but he can, however, contribute 
to the lively cultural fusion that is evolving among his generation in 
his community. Understanding of his own ethnic biases, background 
and cultural heritage would help to make this happen. 
Importance of Friends and Social Life 
It was striking to me how important friendship is to these 
young people. Their abiding interest in and caring for each other was 
the primary reason the group projects were so successful. Beyond 
that, human relations was the generative theme behind all of the 
group works with one exception: the video game box. 
Teeno was the most eloquent about the meaning of friendship 
to her. In describing her intent for the history book, Teeno stated, 
The main reason I wanted to do that is because we're all leaving and we 
probably won't see each other no more and we're like best friends. So I 
was like, 'Why don't we iust do something like write about us and how 
close we all were and all the stuff we all been through'. 
When asked if there were some thoughts she hadn't had before that 
surfaced when she and her friends were working together, Teeno 
revealed the depth of her feelings for her friends and responded, 
I don't know .. l remember one time I started crying 'cause we were 
talking while we were doing this proiect that we were going to miss all 
this stuff and then we're going to miss all that we've been through and 
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all that. Some good, some bad but it's all past but we're still friends! 
In response to a question about the ubiquity of people and 
significance of human relationships in the artwork, Claudia said it 
clearly and poetically, 
Its because .. 'cause the world is made out of people and people need to 
care for each other so they can live. They need help. They need love 
and many more things that you never know ... That's why. 
It could not have been better said. 
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CHAPTER VI 
REFLECTION AND CONCLUSION 
Summary 
The art and research project presented here was an effort to 
enter the world of the middle school to: a.) practice transformative 
education and new genre public art and assess the potential impact 
of them on students b.) investigate art-making as a tool for 
research, and c.) gather information about middle school student's 
lives. In my opinion the project was moderately successful in the 
first category and very successful in the other two. The two latter 
categories were easier to accomplish in the time frame and far more 
easily assessed. 
Practicing Transformative Education 
Practicing transformative education is a life-long 
commitment based on a deeply held philosophical and moral belief 
system. My goal in life is to adhere to transformative practices and 
to focus myself on becoming an enlightened and inspiring teacher. 
Entering into a new environment and experimenting with methods 
consistent with transformative education is part of my evolution. 
learned a great deal from the experience. I am trusting that my 
students did too. 
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Because it was a short experiment, this project was definitely 
incomplete. To really do transformative education one must do it for 
a long period of time with the same population. But as a short 
experiment, it did have some impact, even if it was primarily to 
offer a pleasant change of pace or a brief moment of freedom. 
Students did respond well to the approach we took in the classroom. 
They remarked on how different our project was from others they do 
regularly. That is not to say that the regular teachers are 
unenlightened. It is just to say that some of our strategies were 
different. The primary strategy, of course, was art-making, art-
making in a mode that was new and intriguing to the students. The 
students responded well; even the least motivated of them remarked 
that the projects were engaging. 
What was learned about pedagogy by this experiment in 
transformative education/new genre public art? learned a great 
deal about classroom management and dynamics, presentation and 
organizing of content and the delicate balance between freedom and 
structure that makes this pedagogy work. Here is a list of lessons 
learned. 
1. Structure: Although the ideas for the curriculum should be 
generated by students and focused on student interests, a structure 
which facilitates learning must be in place. In other words, the 
class cannot be totally freeform and unfocused. Students do not 
respond well to this kind of environment. They need assignments, 
guidelines and a sense of what is expected of them. 
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2. Exploring Information/developing curriculum: The instructor must 
be skillful at culling ideas and information from the students and 
using those ideas and information to develop lessons or exercises 
that will challenge the students to explore and expand on the 
original ideas. The key here is imagination and knowledge. The 
teacher must know enough about the subject and be sufficiently 
imaginative to make connections between what the students know 
and what they can learn. 
3. All parts of the process are essential. Every project must include 
idea generation, making/doing and reflection. Brainstorming and 
clustering of student ideas are good methods of eliciting ideas from 
students and giving them a sense of authorship of the ideas explored 
in the art. Reflection can take many forms and can be as imaginative 
as the making of the art. 
4. Seriousness and play: Each project must have a balance between 
seriousness and playful experimentation. The subject matter can be 
serious, the learning process should be challenging but the students 
must always feel that sense of playfulness which allows for a flow 
of ideas and creativity. 
5. Environment: A rich, stimulating environment is crucial. This can 
be accomplished by presenting lots of visual, auditory and verbal 
information for students. 
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6. Attitude toward students: Students should be encouraged to take 
initiative. Their work should be taken seriously and their authorship 
should be encouraged and respected. A teacher must respect a 
student. She must know when to push and when to allow the student 
to relax. 
7. The teacher counts: The teacher must be enthusiastic, flexible, 
friendly and sympathetic to her students. She must be interested in 
them and committed to their development. She must see herself as a 
collaborator and facilitator. 
8. An art project is an excellent vehicle for transformative 
education because in art-making students take ownership of their 
learning, they explore and construct knowledge in an open-ended 
way, they interpret their findings subjectively and they become 
personally engaged. 
Why was this art project successful? The project involved lots 
of brainstorming and clustering of ideas, some examples of art work 
that gave the students models or inspiration for their work, varied 
and many materials and techniques, some guidance in technique and 
material, some intriguing technology (copier and camera) and 
follow-through from one project to another. 
Assessing the impact of the project on the students is a 
difficult challenge. A short experience of a month can hardly leave 
an indelible mark on a young life. However, there were comments 
made by students that indicated that they learned valuable and 
lasting things from the project and they found pleasure in an art 
project that was not restricted by technical skill building and 
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formal concerns. A few of them said they had never thought of art in 
the way it was presented in the projects before. They believed they 
had come to see the intersection between art and life and some were 
encouraged to explore more art-making. 
I am hoping that as time goes by an impact will be felt. I like 
to think of this project as a seed, whose effect has the potential to 
grow and develop as these young people encounter new experiences 
and live their lives. Perhaps they'll look at murals and other public 
art differently or be more savvy about advertising images. Maybe 
they'll think more critically about the text books they read in school 
or take up a paintbrush when they feel the need to express their 
feelings. I hope they came to know that art is about real life and 
art-making is a positive, effective way of learning about it, 
processing it, and responding to it. 
Art-making as a Tool for Research 
I can't think of a better tool for research than making images 
and reflecting upon them. Creating the images is an educative 
process and reflecting upon them deepens, broadens and sheds light 
upon that learning. Visual images provide a vessel for information 
and a concrete focus of discussion. They evoke and symbolize what 
lingers somewhere between the known and unknown. They provide a 
location in which to explore and construct knowledge. 
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The art-making in this project was, in my opinion, very 
successful. Much of the information that emerged would not have 
done so without it. Having the work there to discuss and interpret 
gave the dialogues and reflection a focus out of which information 
could be revealed easily and naturally. Although the dialogues were 
difficult at times and the participants were not forthcoming at 
first, referring back to the artworks made the discussions work. 
A crucial part of the project was informed student 
participation in the information construction and gathering. I believe 
that it was very important to have the students know that they were 
contributing to research and it was their research about themselves 
and their world. To do this, I framed art-making as learning and 
continuously asked, "What are we learning from this?" "How did we 
learn it?" There were three interesting results of this approach. 
1.) The students had never thought about art-making as a learning 
process before. Some of them had difficulty accepting it. In the 
dialogues this issue came up all the time. They didn't think they had 
learned anything until they thought about their work and the new 
knowledge they had constructed. It became very apparent that 
reflection is essential in promoting learning. 
2.) Presenting art-making as learning and discovery took the focus 
away from the product and onto the process. Even if the artwork was 
unsuccessful, learning had occurred and the experience was valuable. 
This also reinforced the idea that one art project or learning 
experience leads to another; they are not singular and isolated. 
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3.) Framing the art-making as a research project gave the students 
the sense that they were participating in an adult endeavor, not a 
middle school academic exercise but something real with extended 
impact and implications. To include them was to them an act of 
honoring and respect. 
What was Learned about Middle School Life 
The study/project revealed a great deal about contemporary 
adolescents. One of my assistants on the project, Lynne Nelsen, a 
mother of two teenagers and a keen observer of the age group, 
commented on the students in her summary of the project, 
Middle school, a time of discovery. Adolescence ... wanting answers 
not knowing how to get them. A time in their life when all that 
counts is themselves, their friends and what ·they're eating for dinner. 
It's a very impressionable age where what your friends say goes. For 
some, its group agreement, for others, one leader decides the fate of the 
others. 
Lynne's observations are in alliance with mine. I gathered from 
looking at the imagery, observing the student's behavior and talking 
to the students that these young adolescents are not essentially 
different in many ways from my peers when we were that age. From 
this distant vantage point it's a bit of a challenge to remember what 
adolescence was like, but it seems to me that contemporary 
adolescents generally have similar desires, needs and ways of 
fulfilling themselves as we did when we were young. 
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It varies in intensity and direction from one person to another 
but in general, young adolescents still look for love and the approval 
of their peers and adults. They need guidance and attention from 
adults, although they find it embarrassing to appear that way. When 
they are not fully engaged they become distracted and bored quickly. 
They can slip from energy to apathy in a minute. They are adjusting 
to their evolving physical appearance and look to celebrities and 
stars as role models. They are very sensitive about criticism and 
embarrassed by praise. They try to be tough and aloof but at this age 
they are not-so-secretly tender and sensitive. 
There are the usual gender differences. The males are more 
interested in sports, guns and tools (technology). The females like 
fashion, love and friends. In approaching the projects, the boys tried 
to be cool. The girls were less inhibited in their enthusiasm. Lynne 
Nelsen, observed two groups, one male, one female and found 
working more difficult with the boys. 
For the girls it was easy, a collage of stars, a magazine by friends, 
a rewritten history book about themselves. They were interested and 
jumped right in ...... For the boys it was a little more difficult. They 
had like concerns in their groups, but what to do with their ideas? 
And their concerns were at such extremes, the group into video games 
and the other with a cause, STOP THE VIOLENCE, possibly the same 
violence the video games promote. 
Alice Finney, another assistant on the project, made some very 
insightful comments about student behavior in recounting her 
experience with the all male mural/installation group 
On the third day we went outside to begin working. They were excited 
and were working well with one another. It was during this day that I 
began to realize something about this group of students. They would 
every so often run off and I would have to bring them back. They 
would also begin to call each other names and look like they might 
have a little fight. I began to think that it wasn't so much that they 
wanted to leave or fight. There would be times that I had to leave 
the group to bring in more supplies. When I returned, all would be 
working. It seemed their "badness" had to be witnessed. It appeared to me 
that being "bad" was their image and they looked for opportunities to 
have this validated by authority .... They also did not respond well to cheery 
encouragement. You could make them work harder if you hid your 
encouragement in a more negative comment. 
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Many of these students are concerned about their futures and 
are making decisions early about what they want to do in life. This 
is probably more specific to this group who, as honors students, are 
academically successful and goal~oriented. 
Most impressive about this group was the importance of 
friendship and peer acceptance. It was very apparent that these 
young teenagers are extremely social and, for the most part, they 
are sympathetic to, accepting and supportive of their peers. I never 
saw them be unkind or unfair to each other. 
What differs wildly from the past for these adolescents is the 
environment in which they are growing up. The school is a hostile 
place to grow or learn and certainly not an environment where young 
people can feel any control over their lives. I was constantly 
impressed by the harshness of the school environment; the lack of 
civility in the halls was matched by the visual brutality of the 
architecture. There was a pervasive presence of repressive authority 
and an unspoken recognition that the authority had no control. There 
was little that was aesthetic or visually stimulating on the walls, 
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although there were some attempts at decoration at the entrance to 
the building. The students seemed like tough little plants ever 
pushing and struggling through the cracks in the concrete. The adults 
were completely occupied with containing the chaos--coaxing the 
"plants" to grow but mowing them down when they popped up in the 
wrong place. One can't help but feel some sympathy for the adults in 
this environment. They are also victims in their way. 
The school environment is a direct reflection of the world 
outside. One of the themes that emerged repeatedly in the art 
projects was the hostile, brutal atmosphere that surrounds these 
kids outside of school. Gangs, drugs and violence were a subtext to 
many of the books and the primary text of two of the group projects. 
I was also impressed by, but not surprised by, the temptations 
available to these adolescents. I was amazed by how successful they 
are at avoiding these enticements. Drugs and alcohol seem to be 
taboo. Perhaps it is particular to this group of high scholastic 
achievers, but drugs and alcohol don't seem to be a problem. Video 
games and television could be considered the drugs of choice. 
It is very impressive how seemingly innocent, open, and 
hopeful many of these students are in the face of the harsh 
circumstances of their environment. I surmised that many of them 
must have families who are giving them the support, love and 
grounding they need to survive and flourish. 
1 was also struck by how open these students were to doing the 
project. Everyone was enthusiastic, some more than others. At first 
they were a little shy but it did not take long (one class period) 
before they were all engaged. They were all surprisingly accepting 
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and in tune with new genre public art. They seemed to genuinely like 
the novel and unconventional character of the art work presented to 
them. They never questioned its definition as art and seemed to find 
resonance in its methods and message. 
What intrigues me most about these young people is the uneasy 
juxtaposition of innocence and sophistication (with a preponderance 
of sophistication in many cases) one finds in them. They seem 
worldly and wise yet frequently childlike and curious. This made for 
a very interesting, sometimes surprising experience. I really enjoyed 
working with these kids. I think I made some friends. I certainly 
admire the work that they produced and am in awe of what they 
accomplished in a very short time. I feel honored to have been with 
them. 
Recommendations for Further Study 
There were two fundamental goals of the study. The first was 
to obtain answers to questions and construct knowledge about the 
students, art and education; the second to begin a process of 
research, to find more questions to answer, to plant a seed for 
further inquiry. This study was only a small contribution to the 
literature on middle school students and art-making. Lots more 
needs to be done. 
I recommend that further study using art as a basis for 
research be conducted and this research be done over a long period of 
time with many projects that explore a variety of subjects germane 
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to middle school students. Increasing the time factor would create 
many more tangible and compelling results. The use of art practice 
as a research tool needs further examination. Art practice, as I have 
said previously, has immense potential for revealing information. 
I also would like to encourage additional study of the 
commonalities between contemporary art practice, such as new 
genre public art, and participatory research. I also recommend the 
connection between education and new genres in art be examined 
further. Breaking down the barriers between the art world and the 
sphere of education could help to clarify what these fields do and 
catalyze creative innovations and understandings in both realms. 
I also believe that for education and art to progress, artists 
must recognize their role as teachers in practicing their art. They 
need to see teaching as an art form in itself. As for educators, they 
need to celebrate the creative, artistic, subjective and interpretive 
aspects of teaching and learning. 
Recommendations for Further Programming 
I believe, that the value of art in education must be 
acknowledged by the educational establishment and learning in and 
through the arts must be extended to all students. Thinking 
imaginatively, engaging in learning, having a voice, all of the things 
which the arts engender, are essential to a good life and a 
meaningful education. 
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However, I would not recommend a generic, traditional 
education in the arts. Instead I would suggest a program of art 
practice based on contemporary genres in art and the principles of 
tranformative education. As stated before, the practices of art 
education need to be updated and reformed. Contemporary art and 
transformative education share many similarities and offer models 
for that reform. 
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APPENDIX A 
Schedule of Project 
Appendix A 
Schedule: 
May 18-22 1998 
Monday: 
Introduction of research project 
brainstorm project ideas 
Tuesday 
Brainstorm ideas for books 
take pictures 
Slide Presentation: Collage and storytelling: Romare Bearden, 
Faith Ringgold 
begin making covers 
Assignment: bring in pictures to put in collage 
Wednesday: 
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Collage: self portraits using photographs & images from magazines, 
Write about oneself: story, poem, drawings (watercolor & collage) 
Assignment: Bring in object of significance 
Thursday: 
Watercolor and drawing of object 
Brainstorm questions for elder interview 
Assignment: interview elder 
Friday: 
Write about interview with elder (stories) 
Collage, watercolor portrait of elder using symbols, artforms from 
cultural/ethnic background 
Assignment: Make a list of dreams or other ideas for seed packet 
Appendix A 
May 25-29, 1998 
Monday: 
Draw and watercolor images for seed packet 
Make seed packets 
Tuesday: 
Slide presentation: New Genre Public Art 
Brainstorm ideas and divide into groups 
Complete Personal Books 
Wednesday: 
Group brainstorming and planning 
Thursday: 
Group work 
Friday: 
Group work 
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June 1-5, 1998 
Monday: 
Group Work 
Tuesday 
Group Presentations 
Wrap Up 
Wednesday: 
Participant Dialogues 
Thursday: 
Participant Dialogues 
Friday: 
Participant Dialogues 
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APPENDIX B 
Slide List: Personal Books 
Collage and Storytelling 
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Appendix B 1 4 8 
Slide List: Slide Lecture # 1: Collage and 
Storytelling 
These two artists were chosen because their work is easily 
appreciated, understandable and relevant to young people. The 
techniques used by these artists are especially evocative and easily 
used by teenagers. 
Romare Bearden 1912-1988 
African-American Artist whose work depicted life in African-
American communities and celebrated cultural traditions and 
rituals. 
His work constists primarily of collages and paintings that are 
dynamic, colorful and deeply personal. There is a raw, direct and 
spontaneous quality to Bearden's work which is similar to 
contemporary street art. The style and content are appealing to 
teenagers and are good examples of the powerful use of imagery in 
collage. 
1 . The Street 1 985 
2. Watching the Train Go By: Cotton 1964 
3. New Orleans Funeral 1975 
4. The Dove 1 964 
5. The Woodshed 1970 
6. Family. 1988 
Resources: 
Sims, Lowery (1992) Romare Bearden, Rizzoli, New York 
Perry, Regina (1992) Free Within Ourselves. Smithsonian 
Institution, Washington, D.C. 
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Faith Ringgold 1930-
African-American feminist artist whose painted and collaged story 
quilts depict contemporary African-American life from a female 
perspective. Ringgold tells stories, often autobiographical, using 
symbolism and forms taken from African art. Ringgold's work 
resembles Bearden's in its colorful and dynamic style and use of 
imagery. Ringgold represents a contemporary successor to Bearden. 
Her work is often more blatantly political than his. Ringgold's work 
appeals to teenagers, especially girls. It is colorful, whimsical and 
biting all at the same time. 
1. Echoes of Harlem (1980) 
2. Street Story Quilt (1985) 
3. The Bitter Nest. Love in the School Yard (1988) 
4. The Bitter Nest part 2. Harlem Renaissance Party ( 1988) 
5. Subway Graffiti #3 (1987) 
6.Tar Beach (1990) 
Resource: 
Ringgold (1995) We Flew Over the Bridge,The Memoirs of Faith 
Ringgold. Little, Brown, New York 
APPENDIX C 
Slide List: Group Projects 
New Genre Public Art 
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Appendix C 
Slide List: Slide Lecture # 2: 
New Genre Public Art 
1 . Flood, Haha and Flood, A Volunteer Network for Active 
Participation in Healthcare. 
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This project consisted of hydoponic garden planted and tended by 
AIDS patients which produced food for a hospice and a meals-on-
wheels program. The project provided an opportunity for community-
building and collaboration among HIV patients. 
2. We Got It! The workforce makes the candy of their dreams. Simon 
Grennan and Christopher Sperandio and The Confectionery and 
Tobacco Workers' International Union of America No. 552 
Workers at a candy factory produced a new form of candy bar, 
designed the packaging and marketed it. The goal of this project 
was to reinforce and sustain collaboration in the union. 
3. The Chicago Urban Ecology Action Group. Mark Dion and the Chicago 
Urban Ecology Action Group. 
In this project, teenagers worked with artists to explore local and 
global environmental issues. They collected objects from the local 
environment and created a project in a lagoon which demonstrated 
urban recycling and environmental restoration. 
4. Tele-Vecindario. Inigo Manglano-Ovalle, Street-Level Video 
Artists and community members collaborated on a video 
documentation of a neighborhood in Chicago. In it they documented 
the evolving demographics and the many issues and concerns of the 
community. The project culminated with "Cui de Sac", an · 
installation, of 14 video monitors in a vacant lot. Playing on each 
monitor was a video program by Street-Level Video, which showed 
neighborhood people telling their stories. 
Resource: 
Jacob, M (1995) Culture In Action. Pay Press, Seattle, WA 
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APPENDIX D 
Personal Observations on Teaching 
by Alice Finney, Assistant on the Project 
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Personal Observations on Teaching 
by Alice Finney, assistant on the Art Projects 
Group dynamics and one's ability to establish authority really 
fascinated me in this setting. The authority dilemma was the first 
encounter. We were there for a few weeks at the end of the school 
year. I don't believe we had any ability to punish (at least I was not 
aware of any). Therefore, we had no real authority. They could do the 
projects or not. If the original teacher was not in the room or was 
not looking, they could just walk right out. In fact, I saw one student 
(Kellen) roaming the halls. I was curious what mixture of bluff, 
trickery and kindness would push the students forward with their 
projects. 
Looking back, Julia Marshall was very wise in the projects we 
did and the order in which they were accomplished. Although 
pretending to be shy for the most part, the students really enjoyed 
making their books about themselves. It was a great icebreaker and a 
chance for us to get to know with whom we were dealing. 
Most immediately we saw several distinct groups emerging. 
There would be a certain look to the books, or certain subject matter 
that being in a group, you must have. Of course, within the groups, 
hidden away in the books would be more telling items about that 
individual. What was constant about the members in one of the 
groups (the mural/installation group) is that they would each just do 
one cover, or maybe two covers with only one assignment. With the 
exception of Wesley, when they did the assignment they were very 
shy about what they made. They would try to hide it. Other groups 
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included the Nintendo crowd, the Latinas, the friendly girls, the cool 
girls and Chris. 
The next project was perfect for the classroom dynamic. Julia 
had them formally break into groups and decide upon an art project 
they would like to create. While comfortable with this set of peers, 
deciding upon a project that the group wanted to work on was 
difficult. It wasn't that there was much disagreement. The 
individuals in this situation were not eager to submit ideas that 
would be judged by their friends. There was one group that relied 
upon following their leader. But whenever their leader was absent 
they would fall into the same, "I don't know, what do you want to 
do?" stance. 
The three of us, Julia, Lynne Nelsen and I, spread out to the 
different groups. We were trying to provoke the students into 
admitting any idea for their art projects. Once an idea was spoken 
we would try to expand it or push it in a challenging direction. 
It was during this situation that I began working more closely 
with one of the groups. Alex was their chosen leader. With the 
exception of Wesley, I felt that dealing with this group was like 
entering a partnership with Alex. It seemed like they would look to 
Alex to know how to respond to me. In the beginning I was too lame 
to be acknowledged, or, if I was, the response was minimal 
compared to the laughing afterwards and sideways glances. I could 
tell that even when it appeared that I was being ignored, everything 
was taken in and evaluated. 
Once Alex thought of something that really mattered to him 
and an art form that he respected, he became very enthusiastic. He 
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gave the group momentum. The second day of dealing with this 
project, Alex was not there immediately. In Alex's absence, the 
group had some very good ideas content-wise and visually. It was 
difficult bringing these ideas out of the individuals. Once Alex 
returned, the group submitted these ideas for his approval. He 
listened, agreed and immediately jumped in to head the group and 
design the mural. 
On the third day, we went outside to begin working. They were 
excited and were working well together. It was during this day that I 
began to realize something about this group of students. They would, 
every so often, run off and I would have to bring them back. They 
would also begin to call each other names and look like they might 
have a little fight. There would be times that I had to leave the 
group to bring supplies. When I returned, all would be working. It 
seemed like their "badness" had to be witnessed. It appeared to me 
that being bad was their image and they looked for opportunities to 
have this validated by authority. Once I realized this, I did not 
hesitate to comment on infractions. This immediate acknowledgment 
saved a lot of time and led to only minor degrees of "badness". They 
also did not respond well to cheery encouragement. You could make 
them work harder if you hid your encouragement in a more negative 
comment. If the encouragement was more blatant they would laugh 
at you and either quit working for a time or slow their working 
speed. One student, Ronalda, tried very hard not to be seen working. 
In my opinion, it seemed uncool to be involved in something. It was 
more cool for Ronalda to stand on the sidelines and criticize. When I 
Appendix D 156 
would leave the group momentarily, I would find him very involved 
and working hard on the mural. 
To be honest, I enjoyed and felt like I could relate to this group 
the best. Just as I was trying different ways of drawing them into 
the project, I began to feel myself being drawn in. All of the 
students were so much fun to work with. It is such a great feeling to 
see in their eyes when they "get" something or get excited about 
something. When working with this other group, I felt myself getting 
more and more tired. I was thinking of different places Alex could do 
mural work over the summer. These kids were on my mind heavily. 
realized that it would be easy to become too involved and to give 
them too much in certain situations and I was slipping into this. I 
don't believe pushing them artistically beyond the classroom would 
have been appropriate or fair to the students. I began to realize that 
it was important to prick an interest in the arts and to give 
confidence and new ideas in art. I felt that we had accomplished 
this. My natural inclination is to want to try for more. I'm not sure if 
it is because I am used to dealing with people much older or if it is 
part of my personality. I can see that in this setting it could be 
counterproductive. Looking back, I believe we were quite successful. 
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Observations on Teaching 
by Lynne Nelsen, Assistant on the Project 
How does a teacher inspire students to want to learn? 
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What can we, as teachers, give to students that will allow them to 
discover meaning for themselves? 
At first glazed eyes, disinterested, minds elsewhere, someone 
sleeping in the back of the room (Kellen). Questioning, "Who are 
these people? Why they Here? Shyly and apathetically they respond. 
(maybe at the suggestion of Mr. Nichols that it is part of their 
grade.) Some ideas come up in the brainstorming. "Let's make books!" 
Then the following day, pictures taken, cool Xerox machine. 
"Can you take more pictures of me? Hey, take a picture of me and 
Jasmine. Come on Heidi, get in the picture. Can you get all of us in? 
Will you have them by tomorrow?" Mass inspiration! 
They crowd to the Xerox machine, grabbing pictures, grabbing 
patterns from various cultures. Copying, copying ... "Do you have more 
patterns from Mexico, from the Philippines? Cutting, gluing, 
Xeroxing, piecing together themselves, their cultures, searching for 
explanations of who they are. 
Discovery. 
Middle school, a time of discovery. Adolescence ... wanting 
answers but not knowing how to get them. A time in their life when 
all that counts is themselves. their friends, and what they are 
eating for dinner. It's a very impressionable age where what your 
friends say goes. For some, it's group agreement, for others, one 
leader decides the fate of the others. 
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Michelle, in referring to her group project said, "If someone 
didn't like a certain star, they were out, no questions asked." This is 
about fitting in, having friends, being with each other. Even in their 
individual projects, they were mirror images of each other, within 
their chosen group of friends, most culturally defined. 
The large group of boys, too, were together because of their 
interest in video games, but in this case they had one leader (Kenny) 
who made the decisions, defined the project, and ultimately sat back 
reading the magazines as the others fine-tuned with his permission. 
And although the majority gravitated to groups of like 
cultures, their concerns were the same: fitting in. 
And so the project went. Although subtle to most of them, they 
were first able to examine their own likes and dislikes, and then 
join in a group to discover more about each other and the world 
around them. 
For the girls it was easy, a collage of stars, a magazine by 
friends, a rewritten history book about themselves. They were 
interested and jumped right in. 
For the boys it was a little more difficult. They had like 
concerns in their groups, but what to do with their ideas? And their 
concerns were at times at such extremes, the group into video and 
the others with a cause: STOP THE VIOLENCE, possibly the same 
violence the video games promote. 
For us as adults who have been there, we question their world, 
their insensitivity to real causes, their lack of concern for anyone 
but themselves. But we remember, that we were once there also, and 
this is all part of the process. This project was ideal in discovery of 
Appendix E 160 
oneself. They answered questions about themselves, interviewed 
older generations, discovered cultural influences, and learned more 
about their friends. It was exactly what they need at this age.(and 
possibly any age) 
It taught them about discovery itself, that asking questions 
will give you answers. And in the process they learned new art 
forms which hopefully they will continue to explore as they continue 
this search of self, of others and the world around them. 
APPENDIX F 
Documentation of Two Group Projects 
The Celebrity T Shirts 
The Video Playstation 
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T , Shirt Project 
Mock V4deo Station 
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